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Welcome to our Halloween issue, and 
have we got an issue tor you! Okay, so 
it's a little hard to get worked-up about 
yet another film version of Bram Stoker's 
Dracula. It's been filmed umpteen times, 
and we know the story—not to mention 
some of the dialogue—by heart. There’s 
also the basic question, in this age of 
Hannibal Lecter, whether Stoker's Count 
is even capable of scaring us again. 
Some relatively recent incarnations of 
the book with Frank Langella and Louis 
Jourdan in the late 70s hardly created a 
stir. 

Nevertheless, I’m excited by the pros¬ 
pect of BRAM STOKER’S DRACULA 
and I think our lavish preview of director 
Francis Ford Coppola s forthcoming 
horror epic will get even die-hard 
skeptics in the mood. Los Angeles 
correspondent Steve Biodrowski visited 
Coppola's DRACULA set earlier this 
year and interviewed the director and 
members of his creative team. For a 
high-profile, big-name, big-budget 
director. Coppola proved a breath of 
fresh air from the secretive likes of 
George Lucas or Steven Spielberg. Too 
many times have we seen "secrecy’' 
used as a scam to hype a feeble effort. 
Not so here. Coppola threw open for 
examination every aspect of his produc¬ 
tion. from makeup design to special 
effects. Also refreshing was Coppola s 
head-on approach to horror: we get 
none of the condescending, pretentious 
apologia with which directors often 
approach the genre. Coppola talked our 
language and spared us the usual "this 
isn’t really a horror film" mea culpa of 
one who is embarrassed to be working 
in the field. 

In addition to our coverage of Coppo¬ 
la's DRACULA, Biodrowski also pro¬ 
vides a look at the other adaptations, 
from Bela Lugosi to George Hamilton. 
Also examined are "Coppola's Horror 
Roots," reminiscences from the director 
about toiling on films like DEMENTIA 13 
and Boris Karloff's THE TERROR for 
producer Roger Corman in the '60s. 

There’s a tangible sense of excitement 
in the air about BRAM STOKER’S 
DRACULA. Maybe the time is ripe for a 
cyclical revival of classic horror. 

Frederick S. Clarke 
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The spin-off series began production in 
August for its January television debut. 

By Mark A. Altman 
DEEP SPACE NINE, the 

STAR TREK spin-off set 
aboard a deteriorating alien 
space station, began shooting 
in August under director David 
Carson. Co-creator and execu¬ 
tive producer Rick Berman 
expressed little concern about 
possible competition in the 
cosmos come January, when 
the show is set to premiere. 
Warner Bros Television plans 
to launch its own rival science- 
fiction series, BABYLON 5, 
also set on a space station, in 
February. “I don't know too 
much about it," said Berman. 
"It’s not something we have 
really thought about." 

DEEP SPACE NINE is a 
space station used by the Car- 
dassians to deplete the mining 
resources of the Bajoran home- 
world. Federation personnel 
are put in place to run the sta¬ 
tion in the premiere episode. 

Michelle Forbes who plays Ensign Ro. 
bowed out of the new series during 

contract negotiations with Paramount. 

now that the Bajorans have 
thrown off their domination by 
the Cardassians. "We are not 
space cops," asserted Berman 
about the show’s premise. "We 
are not out there to keep order 
in space. Bajor, newly liber¬ 
ated, is applying for member¬ 
ship into the United Federa¬ 
tion of Planets and our people 
are sent there. They will be sta¬ 
tioned there to run the station, 
but not as enforcers. We have 
been asked to administer this 
station so that we can providea 
Federation presence to dis¬ 
courage an attack on Bajor or 
the station by the Cardassians, 
like UN forces brought to a 
strategic hot spot.” 

Added series co-creator and 
executive producer Michael 
Piller, “We’ve been quoted as 
saying its going to be grittier 
and darker, which has lent an 
impression that is not entirely 
accurate. Wefeelcommitted to 
protecting the vision of the 
24th century that Gene Rod- 
denberry created when he cre¬ 

ated STAR TREK, an opti¬ 
mistic view of man and the 
future. What we have done is to 
put our people into conflict 
with one another and with 
many of the people who are 
working with us, since not 
everyone on the station is 
human or is in Starfleet. More 
passion, yes; more violence, 
no.” 

Staffing the ethnically diverse 
station are Captain Benjamin 
Sisko, played by Avery Brooks, 
a human Starfleet commander 
with a 12-year-old son. In the 
pilot, Sisko reluctantly accepts 
his new assignment on Deep 
Space Nine but is hardly eager 
to be there. He has considered 
taking his son back to earth as 
opposed to trying to raise him 
in the dangerous environs of 
space. In the premiere’s teaser, 
we see Sisko aboard his star- 
ship when it is destroyed, and 
his wife is killed, during the 
battle at Wolf 239 with the 
Borg and Picard as Locutus, a 
back story from THE NEXT 

GENERATION, only glimpsed 
briefly in “Best of Both 
Worlds—Part II," the series’ 
epic two-parter widely con¬ 
sidered the best episode of 
STAR TREK ever. 

The series’ pilot is bei ng shot 
on three soundstages on the 
Paramount lot across from 
stages 8 and 9, which housethe 
bridge and ship sets of THE 
NEXT GENERATION. Patrick 
Stewart plays the role of Picard 
in the pilot, which finds the 
Enterprise in orbit around 
Deep Space Nine. 

The science officer aboard 
the Bajoran station is Lt. Jad- 
zia Dax, a Trill, played by 
Terry Farrell (HELLRAISER 
III). The Trill, as seen in the 
NEXT GENERATION epi¬ 
sode “The Host" is a joined 
species. In DEEP SPACE 
NINE, the 300-year-old Trill 
inhabits the body of an attrac¬ 
tive humanoid woman in her 
late 20’s. Dax’s last host body 
was that of an elderly man who 
was a mentor to Sisko, and to 
their mutual discomfort, Dax 
and Sisko feet a sexual tension 
developing between them. 

Replacing Michelle Forbes’ 
NEXT GENERATION regu¬ 
lar Ensign Ro, who was to be 
the resident Bajoran aboard 
the station, is Major Kira 
Nerys, played by Nana Visitor, 
the station’s Bajoran attache 
and Sisko’s first officer. 
Forbes, anxious tocontinue to 
pursue a feature career, was 
unable to come to terms with 
Paramount to become a regu¬ 
lar on the new show, although 
she will continue as a recurring 
character on THE NEXT 
GENERATION. “The role of 
women will be very different 

The Cardassians (left) built Deep Space Nine to exploit the mining resources of 
Bajor. The Ferengl (right) run It like a business when the Federation takes over. 
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Patrick Stewart as Picard/Loculus, a Borg hybrid aeeii in the series' pitot leading 
the attack on WoM 239, which killed the wife of Deep Space Nine commander Slsko. 

on DEEP SPACE NINE," 
said Berman. "The main 
action role is that of Major 
Kira. On a rescue mission in 
one of the early episodes, two 
women are in command. 

The ship’s security officer is 
Odo, played by Rene Auberjo- 
nois, an alien shape shifter 
who is a gelatinous liquid inhis 
natural state. He appeared SO 
years previously in a strange 
spacecraft and has taken the 
shape of a humanoid to accli¬ 
mate, hoping to find the secret 
to his origin. Odo had been 
Deep Space Nine’s law enforce¬ 
ment official before the Feder¬ 
ation took over the station and 
has been kept on to ride herd 
over the disparate elements 
that inhabit the station. 

Berman promised an entirely 
new special effects technique to 
visualize the metamorphosis of 
the character, rather than rely 
on the now overused ILM-de- 
viscd morphing visuals popu¬ 
larized in TERMINATOR 2. 
“We have always been able to 
make the technology work for 
us," said Berman. “We have 
people who like those kind of 
challenges. Morphing has 
become sort of old hat in the 
last year or two, on television 
commercials, in music videos. 
We are trying to develop new 
and unique techniques for the 
shape shifting that’s going to 

go beyond what exists today.” 
Dr. Julian Bashir, played by 

Siddis El Fadil, is a human 
male in his mid-^Os, fresh out 
of Starfleet Medical. Bashirisa 
gung-ho medical specialist 
anxious to experience life on 
the frontier. He is naive, 
charming, cocky and still wet 
behind the ears. 

Quark, played by Armin 
Shimerman, is the proprietor 
of the station’s bar and enter¬ 
tainment concessions. A Fer- 
engi merchant. Quark forges 
an interesting relationship 
with Sisko, although he’ll do 
anything to make a buck and is 
liked, but not trusted by most 
of the Starfleet team. 

In addition to the action on 
the station itself. Deep Space 
Nine is situated near the first 
stable wormhole discovered in 
space, allowing Federation 
vessels to explore an entirely 
new quadrant of the galaxy. 
“The Runabout class is a new 
space vessel created for this 
show,” said Filler. “They arc 
small starships that will allow 
our characters to travel to 
nearby systems near where the 
show is focused and go through 
the wormhole and get involved 
with cultures and planets and 
star systems in the Gamma 
quadrant. We’ll go to adven¬ 
ture as well as have the adven¬ 
ture and conflict come tous.”D 

Paramount turned down 
Captain Kirk’s spec script. 

Bv Mark A. Altman 
In July, rumors were ram¬ 

pant that Paramount had 
greenlighted production on a 
seventh installment of the clas¬ 
sic STAR TREK feature film 
series. Despite denials from 
Paramount. Hollywood trade 
papers were discussing the pro¬ 
posed STAR TREK VII as a 
fait accompli. 

The announcements, how¬ 
ever, were premature, since 
STAR TREK VII isnotamong 
Paramount’s current slate of 
productions in any stage of 
development. In fact, the gene¬ 
sis of the phantom project can 
be traced to none other than 
TREK’s resident Captain and 
would-be director, William 
Shatner. According to sources 
at the studio. Shatner, at his 
own behest, commissioned a 
film treatment for the new film 
in the hopes of being handed 
the directorial reins of the pro¬ 
posed seventh installment. In a 
December interview in Cine- 
fantastique, Shatner stated 
that he felt a film about a rift in 
the Spock and Kirk friendship 
would be a “fascinating" sub¬ 
ject for a seventh film. 

Shatner’s publicity opera¬ 
tives reportedly planted the 
stories in the trades to d rum up 
support for the project. The 
move was part of a publicity 
bonanza reaped by Shatner 
from the signing of a deal for 
his autobiography with pub¬ 
lisher Harper/Collins, worth 
nearly three quarters of a mil¬ 
lion dollars. 

However. Paramount report¬ 
edly bulked at Shatner’s prop¬ 
osal. Apparently the studio is 
content to wait until DEEP 
SPACE NINE establishes its 

space legs, which would allow 
Paramount to spin-off its luc¬ 
rative NEXT GENERATION 
franchise into feature films, 
establishing a new studio tent 
pole to replace the aging origi¬ 
nal cast. 

Shatner will instead be in¬ 
volved with a Canadian televi¬ 
sion scries based on his series 
of Tek- War novels which will 
involve him both as a director 
and an actor. He is also cur¬ 
rently shooting New Line’s 
LETHAL WEAPON spoof. 
LOADED WEAPON. 

Fans of the classic series 
should be consoled by the fact 
that James Doohan’s Scotty is 
shooting an episode of THE 
NEXT GENERATION for 
television airing during the 
November sweeps. A meticu¬ 
lous reconstruction of the orig¬ 
inal Enterprise bridge will be 
used in the flashback story. □ 

What looks like Trek, sounds like Trek 
and stars William Shatner? Captain 

Kirk's alter ego has his own franchise. 

5 



SIGOURNEY WEAVER’S A L I E N ODYSSEY 

The actress looks back on the science 
fiction saga that made her a star. 

By Alan Jones 
The ALIEN saga has now 

come to an end for actress 
Sigourney Weaver, who made 
Warrant Officer Ellen Ripley 
the thinking science fiction 
huff's pin-up. As the sole survi¬ 
vor of the doomed spaceship 
Nostromo, she's encountered 
the deadly Xenomorph menace 
for the last time. While ALIEN 
3 lost out in last summer’s meg- 
a-boxoffice sweepstakes due to 
its depressing and nihilistic 
tone, subsequent had word-of- 
mouth and lousy reviews, 42- 
ycar-old Weaver was in an up¬ 
beat mood when she arrived in 
1 .ondon to promote the movie’s 
European release. * 20th Cen¬ 
tury Fox’s money-spinning, 
crowd-pleasing franchise may 
have abruptly stalled but Weav¬ 
er noted she felt the David Fin¬ 
cher-directed episode is the 
perfect capper to Ripley’s per¬ 
sonal space odyssey. Weaver 
talked candidly about making 
ALIEN 3, providing her co¬ 
producer perspective on those 
well-reported “problems" and 
thoughts on the entire trilogy 
that has spanned 13 years of 
her working life. 

"There wasn't any given time 
where the ALIEN masterminds 
just said. 'Oh, let’s just do 
another one,”' noted Weaver. Weaver In ALIEN 3, which the star-turned-producer delended as a worthy finale. 

"It was a very slow process and 
a long struggle. The impetus 
for the third film was primarily 
due to the huge success of 
ALIENS. Clearly audiences 
wanted more. Hut we ap¬ 
proached it w ith a lot of trepi¬ 
dation beause the first two 
movies were so successful and 
so well done—well, in my 
opinion—that everyone was 
worried a third wouldn’t mea¬ 
sure up to the standards set by 
Ridley Scott and James Cam¬ 
eron. It took a long time figur¬ 
ing out what story we should 
tell and what elements we 
would try and duplicate. We 
all decided early on Cameron 
had done guns so brilliantly 
that it would be best not to 
reprise that aspect. Only when 
we could come up with an orig¬ 
inal idea and a wonderful 
director to match, did we all 
agree we’d then go ahead.” 

Weaver and company 
seemed to find that original 
idea and wonderful director 
together in eccentric New Zea¬ 
land helmer Vincent Ward. He 
wrote a script which fuel-in¬ 
jected the ALIEN concept 
with religious iconography, 
medieval myths and an unusual 
Gothic atmosphere. "Ward’s 
concept was very original and 
an arresting one as far as 1 was 
concerned,” said Weaver. “But 
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Weaver, suited-up. with director Ridley Scott, filming the original ALIEN (1979). 

for various reasons, he left the 
production. To be frank, 1 
think he never really wanted to 
make an ALIEN picture in the 
first place. There’sa big ALIEN 
responsibility aside from just 
telling a story. Perhaps he 
didn’t think he was up to the 
demands. I don’t know. 

“David Fincher was obvious¬ 
ly very young but keen to tackle 
that enormous responsibility." 
said Weaver. “The directors 
have always been the stars of 
each ALIEN movie, really. 
And until we found the right 
genius, the ALIEN 3 project 
never felt set. Only when 
Fincher appeared did we feel 
we were in good hands. The 
first words out of his mouth I were. ‘Shave Ripley's head!' 1 
knew instantly he wasn't going 
to be a quiet and undaring 
director. To be honest, I was 

I busy having my baby, Char¬ 
lotte, during the elongated pre- 
production period, so the 
longer it took, the happier 1 
was." 

According to Weaver. Fox 

did initially approach Ridley 
Scott to direct ALIEN 3. 
Weaver recently starred for 
Scott again in his Christopher 
Columbus epic 1492. “We 
talked to Ridley briefly," said 
Weaver. “There was an idea at 
one time to film ALlEN3and4 
back to back. Ridley was going 
to direct one of those but he 
could neverget it together. Vin¬ 
cent Ward came about because 
we'd seen THE NAVIGATOR 
and when he came into the first 
meeting, he had an interesting 
notion about where to take the 
movie. 

“David Fincher’s background 
was in special effects. He 
worked at 1LM for years as a 
matte painter. And to make 
this type of movie, you need 
that kind of specific knowledge 
and willingness to pay atten¬ 
tion to small details. Although 
ALIEN 3 was his feature 
debut, he'd shot miles of rock 
video film. We looked at his 
whole body of work. David 
being unknow n was the least of 
our problems. Remember, 

RIPLEYS DEATH WISH 

«Ripley has survived so many times—but for 
what?” asked Weaver. "Survival lost its 

allure. There was something very depressing 
about her heading off in a shuttle again.” 

Ridley Scott had onlv directed 
THE' DUELLISTS before 
ALIEN and James Cameron 
really only PIRANHA 2before 
ALIENS. Are those any better 
qualifications for making an 
ALIEN movie? Fincher was 
great to work with and very 
funny on what was a difficult, 
freezing, uncomfortable set at 
Pinewood Studios.” 

Weaver said she had no mis¬ 
givings over having her hair 
brutally cropped for the role, 
either. “There are loads of 
strange haircuts in England 
anyway, so I didn't really get 
much attention on the street 
even though I was a 6-foot-tall 
bald woman," she laughed. 
“My husband [theatre director 
Jim Simpson] was supportive. 
He told me he liked it. But after 
my hair had finally grown 
back, he admitted he haled it. 
My daughter tried not to look 
at me. But she didn’t have any 
hair either! I found it liberat¬ 
ing. None of the cast had hair 
so it wasan identifying mark. If 
you were bald at Pinewood. 
you were in the picture, there¬ 
fore a friend. It took a lot of 
upkeep, though. I shaved it 
every two days." 

Weaver dismissed the criti¬ 

cism that, because the cast were 
all bald, it made the characters 
indistinguishable from each 
other, dissipating audience 
empathy. They might just as 
well have had “Dead Meat” 
tattooed tin their necks instead 
of prison bar codes. “1 totally 
disagree,"said Weaver. “It was 
a story point. The planet was 
infested with deadly lice soeve- 
ryone's head had to be shaved. 
I felt it made people’s faces 
jump out more and focused on 
their vulnerability. Audiences 
are given enough to indicate 
who they are. There was some 
religious stuff we shot that 
didn't make the final cut 
prayer meetings, etc.—show¬ 
ing them in their world more. 
But that communicates itself 
well, 1 think. People know 
what to expect from the A LI EN 
tradition and it didn't have to 
be dwelt on." 

As for the actors’ regional 
British accents, especially Brian 
Glover as Andrews (famous in 
England for his tea-bag com¬ 
mercials, one reason why the 
British can't take the movie 
seriously]. Weaver said, “The 
Americans love it, although I 
do keep being asked what a 
‘wanker’ is!" (For the record. 

Weaver, with Carrie Henn in ALIENS (1986). an on-screen relationship that 
prompted her to have her own child. Still close, they watched ALIEN 3 together. 
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Ripley takes a dive in ALIEN 3. clutching the chestbursler, her bastard offspring, 
to her bosom. Noted Weaver of the downbeat ending “Survival has lost its allure." 

it’s a disparaging remark mean¬ 
ing someone who continually 
masturbates, a jerk-off artist). 

What about the early press 
reports stating Weaver refused 
to sign her ALIEN 3 contract 
until she was allowed script 
input? Weaver, who was paid 
£2.5 million ($4.5 million) to 
return only received £18,000 
($32,500) for ALIEN. “My, 
that sounds very feisty," re¬ 
sponded Weaver about the 
reports suggesting she had star 
muscle. “What I said was I love 
this character and I’d love to 
make another ALIEN movie 
only if I could be given some¬ 
thing to do that Ripley hasn't 
had the chance to do before. 
Certain things arc built-in to 
any ALIEN script: Ripley has 
to say, ‘There's an Alien here’ 
and no one will believe her. 
Within that framework, I 
wanted Ripley to have a differ¬ 
ent set of circumstances and 
the writers came through bril¬ 
liantly. For a long time in 
ALIEN 3, she’s the Alien her¬ 
self—despised, feared and out¬ 
cast. That’s the one reason why 

she’s not afraid of these men. 
The system has thrown her 
onto the garbage heap as well. 
The whole idea of starting life 
again by having this love affair 
with Charles Dance and mak¬ 
ing her deal with her illnessand 
mortality was all new material 
for me, w hich I found extremely 
challenging. Selfishly I wanted 
those new challenges to inter¬ 
est the actress within me while 
adhering to the basic storyline." 

About her sex scene with 
prison planet medico Charles 
Dance, Weaver noted, “It was 
just a suggestion, kept at a 
deliberately muted level. I 
didn’t think anyone would 
want to see us grunting and 
rolling around in a sci-fi pic¬ 
ture. Unless you’re making a 
romatic love story, the charac¬ 
ters’privacy must be protected. 
You saw w hat we shot. There’s 
nothingcutout. Americancrit- 
ics complained about Ripley’s 
sleeping with a complete strang¬ 
er while Europeanoneswant to 
see more explicit details!" 

The thematic thrust of ALI¬ 
EN 3 is motherhood, accord¬ 

ing to Weaver: the dark Madon- 
da by proxy, failed mother in 
triplicate, rock-hardened bitch. 
“With regards to the sexual 
politics and possible AIDS 
analogy, it’s not for me to say 
what themes people see in the 
movie,"said Weaver.“Whileit 
was hard not to think of AIDS 
while shooting the picture, that 
goes for every movie in general 
these days. Motherhood is the 
through-line. It was Fincher’s 
idea to make the ending a 
tender, not brutal, one. It may 
be an Alien Queen fetus Ripley’s 
carrying, but it is still her child. 
I wanted to be a mother for a 
while until I was successful at 
it. And I wanted Ripley to have 
a normal life as much as possi¬ 
ble. That tension between nor¬ 
malcy and clearly not being 
able to have it brings Ripley 
into an intimacy with the Alien 
that writers David Giler, Wal¬ 
ter Hill and I talked about a lot. 
The irony was never lost on me. 
Ripley had a daugher and she 
lost her. Newt was her surro¬ 
gate daughter and she lost her 
too. Now she carries a third 
‘daughter’ within her and it 
costs her her life. The best mon¬ 
ster pictures always focus on 
that kind of threatening inti¬ 
macy, in a way." Killing off Newt was an 

early story decision 
according to Weaver. 
“You wanted Newt on 
this planet with child 
molesters and rapists?" 
she asked rhetorically. 

“This was the choice. As Newt’s 
guardian, I preferred her dead 
rather than suffer the variety of 

awful things she could have 
been subjected to. And Ripley 
had to be alone in this install¬ 
ment or it would have diffused 
the story. It was the artistic 
difference between, sav, ROB¬ 
INSON CRUSOE and the 
SWISS FAMILY ROBINSON 
Charles Dance's sudden death 
deliberately echoes ALIEN. 
There, John Hurt was the 
obvious hero until that ‘chest- 
burster’ scene. And it was the 
same sadistic writers who 
thought of the Dance twist!" 

For Weaver, Newt’s autopsy 
was the most horrendous ALI¬ 
EN 3 scene to play. “Although 
it was a dummy model of Car¬ 
rie Hcnn [the ALIENS actress], 
it was excruciatingly emo¬ 
tional. When they pulled the 
sheet off her body, 1 thought I 
was going to die. Carrie came 
to the Los Angeles opening of 
ALIEN 3 and 1 made her sit 
next to me because I was so 
afraid she’d be upset by the 
scene and I wanted to protect 
her. But she wasn’t phased at 
all. She’s 14 years old nowand 
a lovely girl. My off-screen 
relationship with Carrie on 
ALIENS is the main reason I 
wanted to become a real 
mother." 

Weaver’s co-producer credit 
on ALIEN 3, for which shell 
receive a further 3% of the 
worldwide boxoffice gross, 
meant additional responsibili¬ 
ties for the actress. “If I’d had 
any sense at all, 1 would have 
refused the title,"she mused. “I 
was made co-producer out of 
courtesy because they knew I’d 
open my opinionated mouth a 
lot anyway so they might just as 
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RIPLEY- 5 FIEBY END 

«It was director David Fincher's idea to 
make the ending a tender, not a brutal one," 

said Weaver. "It may be the Alien Queen fetus 
Ripley’s carrying, but it is still her child.” 

well make it legal. 1 can just 
picture them gleefully making 
the decision and saying. ‘Let’s 
force her to attend some of the 
political arguments we know 
we’ll keep having!’ I didn't ask 
to be a co-producer but I was 
touched they invited me to 
climb aboard. 1 found it fasci¬ 
nating and learned a great deal. 
U was a privilege to participate 
in major decisions. But I'm 
sure 1 would have been inv olved 
in those anyway as I was on set 
every day. The pressure from 
the studio was hardest. I'd be 
on the telephone practically on 
a daily basis asking them to 
reduce it because we were 
under enough strain as it was.” 

About the reshot ending. 
Weaver had this to say, “What 
you see is what you get. All we 
reshot was what we didn't get 
around to in the first place. 
Sure, the climax did resemble 
the TERMINATOR 2 one, 
but we didn't change it. We got 
wind of the similar T2 ending 
just as we started principal 
shooting. We smuggled a copy 
of the script off the set and read 
it. In the earliest script draft 
Ripley just took the slime dive. 
But Ciilerand Hill felt ALIEN 3 
had to finish with the two most 
powerful icons of all the three 
movies taken as a w hole— Rip¬ 
ley and the chest-burster. We 

decided that would be ALIEN 
enough and couldn't be related 
to any other film. 

“We shot the scene on Good 
Friday! There was no way 
Ripley could have lived. She’s 
carrying the Queen and must 
sacrifice herself. Vincent Ward 
had an ending where Ripley 
choked up the fetus, got back 
into a space vessel and went 
away. I thought that was ridic¬ 
ulous. There was something 
very depressing about her 
heading off in a shuttle again. 
The ending as it stands seemed 
the correct one. Ripley hassur- 
vived so many times—but for 
what? Survival has lost its 
allure. This was her destiny. 
She saves the world. She kills 
the last alien. She makes the 
right choice.” 

ALIEN 3 was the easiest epi¬ 
sode of all to make in Weaver's 
estimation, as she surveyed her 
memory. “It was a tough shoot 
but we had lots of laughs.” she 
said of the latest installment’s 
shooting. “The hardest was 
ALIENS. I had to carry Newt 
and heavy guns around, which 
was physically exhausting. I 
take my hat off to the directors 
in each case. I was a bit snobby 
about science fiction unitil 
Ridley Scott convinced me it 
wasa brilliant opportunity. He 
showed me what could be done 

As Ripley in the original. Said Weaver. "Scott convinced me ol the opportunity." 
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With director Ridley Scott, who Weaver said was approached to direct ALIEN 3. 

with Ripley and basically let 
me go off and do it. But sadly, I 
never realized what a great 
opportunity it truly was until it 
was all over. 

“James Cameron wrote ALI¬ 
ENS without ever meeting me. 
The picture was scheduled to 
begin shooting before they 
even sent me the script. It was 
crazy. Fox took it for granted 
I'd sec it asanothergreat acting 
role, and it w'as.” The film 
earned Weaver her first Acad¬ 
emy Award nomination as 
Best Actress, before GORIL¬ 
LAS IN THE MIST and 
WORKING GIRL. “But I 
would have liked someconsul- 
tation,” said Weaver. “I read 
the ALIENS script skipping 
over the pages of stage direc¬ 
tions. I didn’t know guns were 
the stars until we started. Asa 
member of the L.A. Handgun 
Control Organization, I was 
never comfortable with that 
aspect. Although 1 didn’t dic¬ 
tate the no-gun policy on 
ALIEN 3, I was more than 
happy to investigate what real 
courage was without weapons. 
Fighting a common enemy, 
alongside people you don’t 
really like, w ithout guns, is the 
real challenge.*’ 

And what docs Weaver 
admire and dislike most about 
her Ripley character? “I have 
no kinship with the fact she 
doesn’t have a powerful imagi¬ 
nation,’’ said Weaver. “Yet 
that’s what makes her brave. 
She never thinks about what 
could go wrong and is one of 
those people who never pan¬ 
ics. She has been a privilege to 
play because she’s so different 
from me. She’s a comforting 
presence and great company. 
I’ll miss that. But there’s only 

so much bad luck someone 
should have and she’s reached 
her limit! Rather than be used 
as a permanently pissed off 
gym-instructor. I’ll always be 
grateful to David Giler and 
Walter Hill who understood 
that Ripley was a person who 
only swore under duress. Her 
sexuality is her real weapon as 
an ordinary person in extraor¬ 
dinary circumstances who 
comes through. Her feminin¬ 
ity makes her able to take care 
of people she hates. She has an 
unjudgmental quality about 
caring for others. She may 
judge them harshly on an intel¬ 
lectual level, but she’ll still save 
them. That’s what makes 
Ripley a truly feminine her- 
oinc. 

While Sigourney Weaver’s 
ALIEN involvement on the 
acting side is over, she may yet 
co-produce the next far-off 
sequel. Although Fox defi¬ 
nitely does have a script for an 
ALIEN VS. PREDATOR 
spin-off, writer David Giler 
has said he feels there’s still 
more mileage to be had out of 
the basic concept before that 
exploitation avenue is taken. 
Noncommitally stating she’s 
heard the ALIEN MEETS 
PREDATOR rumor too. 
Weaver noted. “1 hope theydo 
make more. There arc so many 
different strands to explore. 
What is the Alien reallydoing? 
Where does it come from? 
What does it want from the 
human race? How does it com¬ 
municate? I’d like to see all 
these ideas developed. For the 
Alien image is anything that 
terrifies each of us on a highly 
personal level, manifested as 
the ultimate indestructible 
nightmare.” □ 
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Director Abel Ferrara transforms the Jack 

By Keith Holder_ I 
Don’t fall asleep. The < 

pods are returning—but as j 
you’ve never seen them 
before. BODY SNATCH¬ 
ERS is the third film based 
on Jack Finney's classic 
1955 science fiction novel 
The Body Snatchers, filmed 
last winter on an aban¬ 
doned army base in Selma, 
Alabama. The new movie 
covers the same thematic 
territory—alienation, con¬ 
formity and paranoia—as 
the first two. 

But Robert H. Solo, who 
also produced the 1978 ver¬ 
sion. stoutly maintained 
thatthisSI2million Warner 
Bros film is not a remake. 
“This is a totally different plot, 
totally different characters and 
a totallydiffercntsetofcircum- 
stances,” said Solo. Specifi¬ 
cally, the differences are: teen¬ 

The last humans left alive at FL Daly, 
lleelng the pod menace on Fertara’s 
refurbished base-turned-movie set. 
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Loading the pods onto army trucks in the swamp, where they are discovered. Ferrara's 
version is set on a military base, filmed at abandoned Craig Field, near Selma, Alabama. 

age protagonists, graphic pod 
transformation effects, sexand 
action—a lot of action. Warner 
Bros doesn’t plan to open the 
new version until 1993. 

To give the oft-filmed prem¬ 
ise a bigger wallop. Solo en¬ 
gaged Abel Ferrara (I979’s 
THE DRILLER KILLER), 
once described as the “poet- 
gangster of cinema,’’todircct a 
script penned by Stuart Gor¬ 
don and Dennis Paoli, and 
longtime Ferrara collaborator 
Nicholas St. John. Solo de¬ 
scribed Ferrara as a visceral 
filmmaker, one “very much 
into basic human emotions 
and basic gut behavior, the 
least common denominator.” 

The story involves the stan¬ 
dard ^Os family, in other 
words, dysfunctional. The 
father, played by Broadway 
actor Terry Kinney, is an EPA 
scientist supervising hazard¬ 
ous waste safety at Fort Daly. 
Divorced, then remarried (to 
Meg Tilly), he is oblivious to 
his rebellious 17-year-old 
daughter, played by Gabrielle 
Anwar (WILD HEARTS 
CANT BE BROKEN). She, 
of course, is unsure of her iden¬ 

tity. However, the pods will 
soon give herample opportun¬ 
ity to assert her individual¬ 
ism -if she is to retain it. Billy 
Wirth (THE LOST BOYS) 
plays an army helicopter pilot, 
an ally (and romantic interest) 
for Anwar. And Lee Ermey 
(FULL METAL JACKET) 
portrays an army general, one 
of Anwar’s legions of adver¬ 
saries. 

Solo didn’t have the slight¬ 
est qualm about taking on a 
property filmed twice before, 
in part because he discovered 

when casting the film with 
actorsagcd 16-25, (which is, 
not coincidentally, the larg¬ 
est filmgoing market to¬ 
day), that almost invaria¬ 
bly, they had seen neither 
the 1956 nor 1978 INVA¬ 
SION OF THE BODY 
SNATCHERS. In addi¬ 
tion to bringing what Solo 
referred to as a long-de¬ 
layed sequel to what is, pre¬ 
dominately, a virgin audi¬ 
ence, he cited what he 
believes is another valid 
reason to make BODY 
SNATCHERS. “I thought 
one can wring the changes 
as long as one is faithful to 
the essential premise,”said 
Solo. “So I retained the 
premise and the rest of the 

film is original.” 
Besides the property’s poten¬ 

tial for action entertainment. 
Solo seemed well aware of the 
novel’s philosophical base. 
“It’s a device,” observed Solo. 
“Essentially, it’s a film about 
how you have to fight to be 
who you are, whatever that is, 
in an age of reactionary confor¬ 
mity. And we certainly are in 
an age of reaction. Since Mr. 
Reagan came into office, we’ve 
had a very conservative Amer¬ 
ica. All those liberal tendencies 
which were prevalent in the 



Finney science fiction classic for the ’90s. 

HI didn’t know there was a book,” 
said Ferrara. “It popped out of 
nowhere and was outrageous. 

This movie has more to do with 
the book than the other versions. 55 

Gabrielle Anwar as Marti Malone and Billy Wirth as Tim Young. Ferrara's teen 
lovers, who fill the shoes of Kevin McCarthy and Dana Wynter in Ihe 1956 version. 

mid-70s when Jimmy Carter 
was in office—it’s all different 
today. In today’s world it’s 
hardcrand harderto bean indi¬ 
vidual; the kids arc fighting to 
be individuals. We’re always 
being invaded by some new 
thing, some new idea, some 
new force, which manifests 
itself in our society.” 

But Solo hastened to add 
that this version is more per¬ 
sonal than political in treat¬ 
ment. “The movie really has to 
stand on its own as an adven¬ 
ture tale, whatever its political 
or social connotation might 
be," said Solo. “In this version, 
there’s more ofan action movie 
feel than the previous versions, 
more fireworks.” 

If Solo is conscious of and 
even encourages multi-level 
interpretations, director Abet 
Ferrara’s affinity for the proj¬ 
ect was staled in less grandiose 
terms. “I’ve always wanted to 
make a movie about Mar¬ 
tians," he laughed. 

A native of the Bronx, Fer¬ 
rara claimed to be unsure if he 
saw Don Siegel’s 1956 film in 
its original release, but ex¬ 
pressed great enthusiasm for 
Jack Finney’s novel. Describ¬ 
ing it as “phenomenal," Fer¬ 
rara stated,’’! made everybody 
read it. I didn't know there was 
a book. All of a sudden, this 
book pops up out of nowhere. 
And the book is outrageous. 
This movie has more to do with 
the book than the other two 
movies." 

Solo brought Ferrara aboard 
to helm BODYSNATCHERS 
after would-be director Stuart 
Gordon (RE-ANIMATOR) 
accepted the assignment to 
direct the science fiction film 
FORTRESS in Australia. 
And with Ferrara came his fre¬ 
quent collaborators, writer 
Nicholas St. John and cinema¬ 
tographer Bojan Ba/elli. 

Like Ferrara, St. Johncx- 

pressed much enthusiasm for 
the genre. “I think science fic¬ 
tion is awesome," he said. 
“When I was a kid, I really got 
into monster movies. I read 
Famous Monsters of Film~ 
land every month. Forrest J 
Ackerman was the best! I 
always loved the old Universal 
flicks that he taught usabout." 

St. John, who was on the 
location in Selma,contributed 
to the script by toning down 
the graphic nature of the Gor- 
don-Paoli version and polish¬ 
ing the characterizations. “I 
re-oriented it more toward our 
style vs. what was there, which 
had a lot of gore," said St. 
John. (But even though St. 
John attempted to make BODY 
SNATCHERS less of a splat¬ 
ter film, Ferrara promised that 
it will definitely be rated R.) 

St. John viewed the film’s 
theme in perhaps its broadest 
context. “For me. it’s a very 
grand scheme of evil vs. good,” 
he said, “an evil that you see 
every day, one that pervades 
mankind. And it’s seductive, so 
there’s got to be a reason why 
all these things that we see in 
the world happen. You go to 
sleep one day; you wake up the 
next and you’ve got the dis¬ 
ease. And the disease spreads." 

Getting St. John’s concept 
of disease onto the screen is the 
responsibility of makeup effects 
expert Tom Burman, who 
worked on Solo’s 1978 version 
under arduous conditions (out 
of a suitcase, no less). For 
BODY SNATCHERS. Bur- 
man redesigned the pods and 
devised a method of depicting 
what occurs to the bodies of 

those who are taken over. 
“Science fiction audiences are 
more demanding today,” said 
Burman. “I feel that they are 
owed an explanation of what 
happens to the old bodies." 

ignored by critics in 1956, 
the original INVASION OF 
THE BODY SNATCHERS 
has become a cult classic, a 
perennial favorite among afici¬ 
onados of science fiction. 
Many critics began to interpret 
the film as being a metaphor 
for its time, i.e., reflecting the 
era of McCarthyism and the 
anti-Red hysteria then sweep¬ 
ing the country. But its timeless 
theme is that of the value of 
individuality and the necessity 
of remaining ever vigilant to 
guard against its loss. 

That is the common ground 
that BODY SNATCHERS 
shares with its black-and-white 
predecessor. The task attemp¬ 
ted this time is to conflate the 
story's enduring premise, non¬ 
conformity, with the“teenagcd 
heroes, special effects, sex, 
action, rock music formula" 
that appeals to the contempor- 
ary filmgoing audience. If 
Solo, Ferrara ct al. can bring it 
off, then yet another install¬ 
ment will follow—just as 
surely as pod tendrils sprout 
anew. □ 

Ferrara (I), dubbed “the ultimate 
outlaw filmmaker" by the L.A. Times, 
with cinematographer Bofan Bazelli. 
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Hollywood invests in 
the Maine-man’s brand 
name fright franchise. Timothy Hutton as George Stark, King’s horror writer back from the grave in 

THE DARK HALF, director George Romero's shocker in Orion bankruptcy limbo. 

By Gary Wood 
Bouycd by the box office 

success of recent film adapta¬ 
tions, Maine-based horror 
novelist Stephen King has a 
raft of movie projects on the 
horizon. In the can is director 
George Romero’s film of King’s 
Jekyll-and-Hyde bestseller. 

Up next is CHILDREN OF 
THE CORN 2: DEADLY 
HARVEST, an ersatz sequel 
to the 1984 clunker, based on 
King’s Night Shift story (sec 
right), which Miramax plans 
to open in October. King nov¬ 
els in various stages of produc¬ 
tion or development include 
NEEDFUL THINGS, THE 
TOM MY KNOCKERS, THIN¬ 
NER and THE STAND. 

Warner Bros passed on 
making THE STAND a fea¬ 
ture film, based on a script by 
Rospo Pallenbcrg. The prop¬ 
erty, owned by Laurel Produc¬ 
tions, has been picked by ABC 
as a four-hour “novel for televi¬ 
sion,” to be scripted by King 
for airing in 1993. Laurel chief 
Richard Rubinstein noted that 
King is starting from scratch, 
referring to neither Pallcn- 
berg’s two-hour script nor his 
own earlier drafts. 

Also in development with 
Laurel is King’s THINNER, 
with Tom Holland (FRIGHT 
NIGHT) attached as writer-di¬ 
rector, based on an earlier 
script by Michael McDowell 
(BEETLEJUICE). Other King 
film projects at laurel include 
the vampire story NIGHT 
FLYER. CREEPSHOW 3, to 

be animated for television, and 
TALES FROM THE DARK- 
SIDE 2. 

Laurel’s King TV series, 
THE GOLDEN YEARS, a 
ratings flop, is now a dead 
issue. A four-hour version.cur- 
rcntly available on videocas¬ 
sette has condensed the eight- 
hour miniseries and added a 
new ending, originally filmed 
for the European version. Said 
Rubinstein, “When we got 
word that we weren’t going to 
get an order for additional 
shows from CBS, we decided 
that we would make that the 
original ending.” 

Now in development at Rob 
Reiner’s Castle Rock Enter¬ 
tainment is King’s NEEDFUL 
THINGS, with first-time direc¬ 
tor, Fraser Heston replacing 
Peter Yates (BREAKING 
AWAY). Yates had been set to 
direct from a script by veteran 
King adapter Lawrence D. 
Cohen (CARRIE). But Yates 
brought in W.D. Richter 
(BUCKAROO BANZAI) to 
rewrite Cohen’s script. Said 
Cohen, “There were some wor¬ 
ries that I was being too faithful 
to the text, especially in the 
conclusion, in terms of it being 
supernatural as opposed to 

naturalistic.” 
Also in development at Cas¬ 

tle Rock is RITA HAY¬ 
WORTH AND THE SH A W- 
SHANK REDEMPTION, a 
non-horror tale from King’s 
Different Seasons collection, 
to be directed by Frank Dara- 
bont from his own script. Dif¬ 
ferent Seasons spawned the 
King hit STAND BY ME, at 
Castle Rock. Darabont found 
support from King in getting 
the rights when the author 
appreciated his short THE 
WOMAN IN THE ROOM. 

Also in development as a 
four-hour “novel for televi¬ 
sion” at ABC is THE TOM- 
MYKNOCKERS, King’s 
science fiction change of pace. 
The mini-series is being read¬ 
ied for airing during next 
year’s May sweeps, based on a 
script by Lawrence D. Cohen, 
who is co-producing with 
Robert Konigsberg and Larry 
Sanitsky, for whom Cohen 
wrote King's IT, a ratings hit 
on ABC in 1990. Said Cohen, 
“It turns out that Judd Parkin, 
who is head of mini-series at 
ABC, was there when IT was 
done. He’s got a real love for 
the genre. The script got a real 
receptive reading.” □ 

King, the Maine-based horror scribe. 

The Dark Half starring Timo¬ 
thy Hutton in the dual role of 
horror novelist Thad Baumont 
and his fictional monster, 
George Stark. Caught up inthe 
bankruptcy of Orion Pictures, 
the finished film is likely to 
remain in legal limbo for at 
least the rest of the year, or 
until a buyer is found for 
Orion’s assets. 

- 
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Nobody liked the first one, but here’s 
the sequel because King horror is hot! 

By William Wilson 
Goodson Jr. 

After THE LA WN MOWER 
MAN (March), PET SEMA- 
TARY H (August) and now 
CHILDREN OFTHECORN 
II (October), 1992 is proving to 
be the year of the Stephen King 
knock-off. The proliferation of 
film projects with little or no 
connection to King, designed 
to capitalize on his name and 
reputation, have started to ran¬ 
kle the Maine-based best¬ 
selling horror writer. 

When TH EI .AWN MOWE R 
MAN stole the thunder of 
King’s own SLEEPWALKERS 
(May), the only authentic King 
cinematic outing this year, and 
bested it at the boxoffice. King 
struck back, filing suit against 
New Line Cinema and pro¬ 
ducer Allied Vision for adver¬ 
tising the film using King's 
name in a possessory credit. 

The latest King pretender. 
CHILDREN OF THE CORN 
II: DEADLY HARVEST, 
which Miramax opens in Octo¬ 
ber, is a sequel to the King 
Night Shift story filmed by 
New World Pictures in 1984 to 
almost universal critical dis¬ 
dain. In the King story and 
original film, a demonic pres¬ 
ence, couched in Old Testa¬ 
ment language and imagery, 
corrupts the children of a fun¬ 
damentalist farming commun¬ 
ity, prompting them to slaugh¬ 
ter their parents. New World 
sold the sequel rights to Trans- 
Atlantic Pictures, which 
wrapped filming of the sequel 
in August 1991 in Liberty, 
North Carolina. 

Directed by David Price 

Paul Scherer (I to r), Christie Clark. Rosalind Allen and Terence Kno* lace the 
terror ol King's "He Who Walks Behind the Rows." a Halloween October release. 

(SON OF DARKNESS: TO 
DIE FOR II), the script by 
A.L. Katz, Gilbert Adler and 
William Frochlich(RETURN 
TO HORROR HIGH) ex¬ 
pands only slightly on the 
motives of King's cornfield 
satan. Dubbed “He Who Walks 
Behind the Rows”by King, the 
rural demon god was sup¬ 
posedly destroyed by Linda 
Hamilton and Peter Horton in 
the original film by burning off 
the fields. The sequel follows 
the worshipping children of the 
title, scattered among foster 
families as the trouble starts all 
over again. The film turns 
King's horror into a supernatu¬ 
ral avenger which appears 
when man disrupts the balance 
of nature, manipulating chil¬ 
dren as tools against those who 
“profane the corn.” 

Filmed in just four w'eeks for 
slightly more than SI million, 
the sequel stars Terrence Knox 
(ST. ELSEWHERE)and Rosa¬ 
lind Allen (SON OF DARK¬ 

NESS) as the adults who con¬ 
front the faceless power. Ned 
Romero (DEERSLAYER) 
portrays a modern-day Indian. 
Micah, the new prophet of the 
children, is played by Ryan 
Bo! I man. Like the original 
film, shot on location in Iowa, 
the sequel used North Carolina 
locations extensively to stand- 
in for the story’s Gatlin, Nebras¬ 
ka setting. 

Shooting the film for Price is 
director of photography Levie 
Isaacks (WAXWORKS, 
TALES FROM THE CRYPT). 
Isaacks sought a low-key light¬ 
ing effect for the action, tinged 
with blue, a look he termed 
“English night,” to make the 
film look eerie and unsettling. 
Filming on actual locations, 
according to Isaacks, “helped 
achieve a look of nitty-gritty 
realism.” 

But why make a sequel to a 
low-budget film that caused 
very little stir in the first place? 
To make a ton of money. 

according to Price, who pointed 
out that the original was ex¬ 
tremely profitable. “A million 
dollar film that makes S12 mil¬ 
lion is going to show a bigger 
profit than any S30 million 
film," said Price. 

Price has been in the film 
industry for many years. His 
father, Frank Price, was once 
president of Columbia Pic¬ 
tures, allowing son David the 
luxury of growing up on movie 
sets. Price worked as an actor 
(9 TO 5, FAST TIMES AT 
RIDGEMONT HIGH), and 
served as an assistant to produc¬ 
er/director Richard Donner 
on THE TOY and I.ADY- 
HAWKE. Price said heenjoyed 
directing. “Acting isn’t very 
steady work.” □ 

Ryan Bollman as Micah. the children's 
dark prophet, a continuation ol King's 
Night Shift story, first filmed in 1984. 
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COMPUTERIZED MAGIC CARPET RIDE 

The Arabian Nights set to music with 
Robin Williams and computer animation. 

Directors Ron Clements (standing, left) and John Musker. with songwriters Tim 
Rice (seated, left) and Alan Menken, making the Disney animation fantasy sing. 

By Sheldon Teitelhaum 

In one of several out-takes 
from Walt Disney’s ALAD¬ 
DIN paraded before the Holly¬ 
wood press corps a few months 
ago at what has become the 
studio’s annual, bi-coastal ani¬ 
mation “show and tell,” the 
Genie, a.k.a. typically frenetic 
Disney stalwart Robin Wil¬ 
liams), bursts forth from his 
bottle and, in a fit of pent-up 
Catskill shtick. declares, “Oy! 
Ten thousand years will give 
you such a crick in the neck.” 

Predictably, this gag didn’t 
sit well with some of the P C. 
prima donnas and other Third 
Worlders in the audience at¬ 
tuned to a threatened out¬ 
break of Arab-bashing trig¬ 
gered by the film’s release in 
November. Spurred by the 
Genie’s Yiddish accent, these 
clowns asked Disney chief 
Jeffrey Katzenberg if he wasn’t 
worried about possible inter¬ 
national repercussions. Sensi¬ 
bly. the “reformed memo-wri¬ 
ter” responded that Disney 
could not spend its energies 
second guessing the world’s 
political mores and sensibili¬ 
ties. These films are made in 
Hollywood, not Marrakesh. 

“ALADDIN shares a num¬ 
ber of things in common with 
its Oscar-winning predeces¬ 
sors, THE LITTLE MER¬ 
MAID and BEAUTY AND 
THE BEAST.’noted Katzen¬ 
berg with predictable but not 
unjustifiable hype. “It is ob¬ 
viously also based on a classic 

fairy tale; it has at its center 
what we hope will be a very 
strong theme—believe in your¬ 
self and others will too, for 
your true self is your best and 
strongest self. And it's got a 
great romance and some incred¬ 
ible music.” 

But Katzenberg stressed 
Al.ADDIN’s originality. “It’s 
as different from each and 
every one of the others as they 
are from the ones that preceded 
them. Animation is only limited 
by the imagination of our 
artists, and wehopcwc’vcchal- 
lenged them to make ALAD¬ 
DIN as different from BEAUTY 
AND THE BEAST as LIT¬ 
TLE MERMAID was from 
101 D A L M A l l ON S. The tone, 
the look and the spirit of this 
movie as well as an extraordi¬ 
nary amount of detail has 

taken us off on a new pioneer¬ 
ing path.” 

Though destined to be the 
last of the brilliant Howard 
Ashman/ Alan Menken musi¬ 
cal collaborations for Disney, 
ALADDIN actually predates 
BEAUTY ANDTHE BEAST, 
and goes back, in fact, to the 
time the sadly defunct dynamic 
duo (Ashman died last year of 
an AlDS-refated illness) was 
working on THE LITTLE 
MERMAID.“Howard taught 
our movies how to sing again," 
said Katzenberg, “and Alan is 
our personal Genie.” 

They wrote three of ALAD¬ 
DIN’S songs: “Arabian Nights,” 
“Friends Like Me’’and “Prince 
AH.” Three other Menken 
tunes—“One Jump Ahead,” 
“A Whole New World” and 
“Why Me?”—were subsequent¬ 

ly provided lyrics by Tony 
Award-winner Tim (JESUS 
CHRIST SUPERSTAR. EVI- 
TA, CHESS) Rice. 

“ALADDIN was actually 
Howard Ashman's idea,” re¬ 
counted co-director Ron Cle¬ 
ments, a 16-year veteran of 
Disney’s animation depart¬ 
ment and co-director, with 
John Musker, of THE LIT¬ 
TLE MERMAID. A veteran 
apprentice of Disney animator 
Frank Thomas, Clements first 
honed his feathers on THE 
RESCUERS, PETE’S DRAG¬ 
ON, and THE FOX AND 
THE HOUND. In 1986, he 
joined up with Musker as co¬ 
writer and co-director of THE 
ADVENTURES OF THE 
GREAT MOUSE DETEC¬ 
TIVE. 

“Howard wrote a treatment 
and he and Alan wrote several 
songs,” recounted Clements. 
“When LITTLE MERMAID 
was finished. John [Musker] 
and I started working on the 
movie, and we wrote an origi¬ 
nal first draft screenplay. As we 
got into production, though, 
we ran into some story snags 
and wc needed some help. So 
we brought in two other writ¬ 
ers, Ted Elliot and Terry Ros- 
sio, who took over.” 

ALADDIN, Clements noted, 
takes place in the mythical 
kingdom of Agra bah. Aladdin 
is a homeless teenage street 
urchin who lives by his wits 
this year's uplifting Disney 
theme, he said. isthe“diamond 
in the rough.” Explained Clc- 
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The Genie, voiced by Williams, Aladdin, his kleptomaniac monkey sidekick, Abu, and the flying carpet, turned into a character with computer animation’s bag of tricks. 

mcnts, “He has hidden poten¬ 
tial: he’s smart, he’s resourceful 
and even though he’s been 
dealt a bad hand, he knows he 
was meant for bigger things 
than the life of a street urchin.” 

Aladdin falls in love with 
Princess Jasmine, a heroine in 
the Ariel and Belle mold. The 
fated couple is thwarted by a 
typical Disney villain, the sul¬ 
tan’s treacherous "wazir," 
Jafar. More interesting is Jaf- 
ar’s sidekick, lago, a meddle¬ 
some parrot who plays the fool 
publicly, but whose beak hides 

a sharp tongue and an insight¬ 
ful, if somewhat irritating 
mind. “Iago will probably go 
down as the most obnoxious 
character in the history of ani¬ 
mation,” noted Clements. He 
does not, however, discount 
the possibility of a brisk future 
in McDonalds Happy Meals. 

Were it not for Williams’ 
overpowering presence, this 
could probably be described as 
a sidekick's movie. Aladdin is 
accompanied by a kleptoma¬ 
niac monkey, Abu. Jasmine 
toots around with a protective 

tiger. Rajah, and both are 
befriended by a computer-ani¬ 
mated flying carpet. Accord¬ 
ing to Clements, the carpet is 
one of the films’s striking inno¬ 
vations—the first marriage, he 
said, of computer graphics and 
character. The carpet, in essence 
an animated rectangle, was 
used as a screen for texture- 
mapping images. Redrawing 
the patterns that swirl wildly 
and incessantly on it through¬ 
out the movie would have been 
impossible to do by hand, he 
implied. 

Clements said that each of 
the recent Disney opuses has in 
fact pushed Disney further 
along in its understanding of 
what computer technology can 
achieve in the medium. “Early 
on, computer animation helped 
us enhance camera work and 
background or, in the case of 
BEAUTY ANDTHE BEAST, 
romance. Then we used these 
techniques to enhance charac¬ 
ter. The next step, it seemed to 
us, is to use them to enhance 
adventure, as in ALADDIN’s 
magic carpet ride.” 

According to Eric Goldberg, 
supervising animator in Lon¬ 

don, where he owned a studio 
called Pizza/ Pictures before 
joining Disney, ALADDIN 
adopts an entirely different 
style of animation from BEAU¬ 
TY ANDTHE BEAST. That 
film, and earlier efforts like 
THE RESCUERS DOWN 
UNDER, relied on academic 
realism in their depiction of 
scenes and characters. The 
style adopted in ALADDIN is 
decidedly unrealistic, with 
each of the characters instantly 
recognizable as somewhat 
embellished graphic emblems. 
“They make very bold graphic 
statements immediately when 
they are on the screen,” said 
Goldberg. “This kind of ap¬ 
proach also gives us a lot of 
flexibility—a kind of fluid 
approach that gives real expres¬ 
sion to the drawing." One of 
the design inspirations for the 
look of the characters was the 
work of New Yorker cartoon¬ 
ist A1 Hirschfcld. 

“It’s rather a lot of fun to 
draw this way,”said Goldberg. 
“It’s very expressive, very flam¬ 
boyant and also appropriate 
given the tone of the picture, 
which is a comedy." □ 

Trina Price, a traditionally trained Disney character animator, retines the Magic 
Carpet at her computer work station. ALADDIN opens nationally November 27. 
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BABYLO N 

Look out STAR TREK! 
Warner Bros TV backs 
science fiction rival. 

An alien Vorion ship docks with the Babylon 5, computer graphics by Foundation Imaging. 

By Mark Altman 
Premiering in February, 

as part of the Warner Bros 
“fifth network" consortium 
of first-run syndicated fare, 
is the two-hour made-for- 
television movie, BABYLON 
5. Created by TWILIGHT 
ZONE and CAPTAIN POW- 
ER veteran, J. Michael 
Straczynski, BABYLON 5 
is set on a huge space sta¬ 
tion. almost a self-contained 
world, with echoes of Arthur 
C. Clarke's Rendezvous 
With Rama. 

The film, which the stu¬ 
dio intends to continue as a 
series of one-hour episodes 
if the pilot “is on budget and 
in focus," accord mg to Stra¬ 
czynski, faces stiff competi¬ 
tion for viewers when it pre¬ 
mieres in 1993. Following in 
the wake of Paramount’s 
launch of ST A R TR E K spin¬ 
off DEEP SPACE NINE, 
it goes head-to-head with 
first-run syndication’s first 
franchise. The prospect is 
undaunting to creator Stra¬ 
czynski, who promises a 
show quite unlike TREK, 
featuring a dark, gritty look 
more akin to HILLSTREET 
BLUES than STAR TREK: 
THE NEXT GENERA¬ 
TION. 

“Our intention, quite 
simply, is to kick their ass," 
said Straczynski. “Visually, 
dramatically, character-wise 
and on every possible level. 
BABYLON 5 will be a fresher, 
radically different sort of 
show. We don’t have their lim¬ 
itations. They’re hamstrung 
and we’re going to go in there 
and go nuts." 

BABYLON 5 is the fifth of a 
series of space stations built by 
the Earth Alliance and serves 

as both a freeport, with travel¬ 
ers and merchants moving 
through the station and as a 
sort of intergalactic League of 
Nations, with one representa¬ 
tive from each of the five cos¬ 
mic alliances present aboard 
the station. None of the govern¬ 
ments truly trusts theotherand 
the threat of renewed war is 
ever present. The space station 
includes a number of alien 
environments, a hydroponics 

lab, casino, gymnasium and 
much more. 

Straczynski has assembled 
an impressive team to help him 
bring his longgestatingscience- 
fiction saga to the screen. Dur¬ 
ing more than four years, he 
has written nearly 200 pages of 
material and has outlined the 
series’ plot through five sea¬ 
sons. “Each episode stands 
individually, but if you put it 
together, a much larger story 

emerges," said Straczynski. 
“It builds towards that 
storyline. We’ve already 
talked to a lot of writers. 
The first year will employ 
mainly well-known science- 
fiction writers tike Harlan 
Ellison, D.C. Fontana and 
David Gerrold, We have 
some big names that have 
agreed to do our show." 

Straczynski secs thcshow 
as an alternative to STAR 
TREK where many disen¬ 
franchised genre specialists 
can ply their trade without 
the constrictions of the 
Gene Roddenberry universe. 
He is critical of those who 
have thumbed their nose at 
the genre in the past and 
promises BABYLON 5 will 
be aimed at science-fiction 
fans, boasting an attention 
to scientific accuracy and a 
deep, abiding affinity for 
the genre. “Television SF is 
mired in the ’60s,"said Stra¬ 
czynski. “Cop shows were 
the same way before HILL 
STREET BLUES came 
along. The problem is, the 
good guys—whether it’s the 
Enterprise or the Galactica 
crew—have no flaws what¬ 
soever, and then there arc 
the bad guys. You don’t 
have that much latitude in a 
show like that. 

“I think if you merge a 
really good SF premise with 
the characterization and depth 
of HILLS STREET BLUES 
or L.A. LAW, then you've got 
something. For instance, our 
security officer, Garabaldi has 
a problem with booze. Our 
captain, Sinclair—someone 
screwed with him during the 
war and he doesn't know how, 
but he’s going to find out. They 
all have problems and any of 
them can turn that around." 
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BABYLON 5 is populated 
with an ensemble of charac¬ 
ters, like STAR TREK: THE 
NEXT GENERATION, who 
will be both regular and recur¬ 
ring. “We’re setting up a scries 
of characters that appear to be 
one w'ay—GTcar’s the bad guy; 
Londo’s the comedy relief— 
but what’s going to happen is 
we’re going to pull the rug out 
from under the viewers at one 
point and they become some¬ 
thing other than what you 
think they are. 

“BABYLON 5 says if you 
can get along with someone 
with five arms and six limbs, 
you can get along with the guy 
next door. We have to find 

some way to cooperate. There 
are references in the screenplay 
to the war where the earth was 
almost wiped out and how the 
aliens might succeed the second 
time. We have to learn to com¬ 
municate, and that makes it 
more timely.” 

Among those brought on¬ 
board for the pilot arcdirector 
Richard Compton (THE 
EQUALIZER), producer John 
Copeland (CAPTAIN POW¬ 
ER), production designer and 
art director John lacovelli 
(HONEY, I SHRUNK THE 
KIDS), conceptual designer 
Steven Burg (T2, TOTAL 
RECALL) and visual effects 
designer Ron Thornton has 

devised a new system for com¬ 
puter animation to visualize 
the series’ striking, and com¬ 
paratively inexpensive effects. 

Among the series’cast arc a 
diverse a rray of actors, includ¬ 
ing Tamilyn Tomita (COME 
SEE THE PARADISE) as 
Laurel Takashima; Andreas 
Katsulas, THE NEXT GEN¬ 
ERATION’S menacing Rom- 
ulan, Tomalak, as treacherous 
alien ambassador G’kar; Patri¬ 
cia Talman (Tom Savini's 
NIGHT OF THE LIVING 
DEAD) as the telepath Lyta; 
Peter Jurassic as Ambassador 
London; Jerry Doyle as Secur¬ 
ity Chief Garabaldi; Johnny 
Sceka as Dr. Kyle; and New 

York stage actor and Julliard 
graduate Michael O'Harc as 
Commander Sinclair. 

Ironically, the series produc¬ 
tion notes have described the 
series as CASABLANCA in 
space, featuring stories of 
smuggling, intrigue, assassina¬ 
tion and spying, which is the 
same analogy STAR TREK 
producer Michael Pi Her has 
drawn in describing DEEP 
SPACE NINE. □ 

Promotional artwork used by Warner Bros to announce the proposed series, showing the Interior ol the Babylon 5 (Inset), a 
ship so massive It contains its own ecosystem, including weather. The two-hour pilot, now in production, airs February. 

Effects supervised by Ron Thornton of Valencia-based Foundation Imaging, a closeup ol the Babylon 5 (left) and the organic, shape-changing Vorlon ship. 
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Above: Candyman (Tony Todd) prepares to sacrifice the reincarnation of his 
tragic love (Virginia Madsen). Left: Todd as the legendary urban boogeyman, 
destroyed by bees. Below: Director Bernard Rose (r) films Madsen's dilemma. 

A sweet, 
By Dan Scapperotti 

The dark, brooding world of 
ihe familiar inner city is the 
setting for another tale of 
terror from director Bernard 
Rose, who made his feature 
film debut with PAPER HOUSE 
[19:3:13], The London-born 
director's latest, CANDYMAN 
is based on “The Forbiddcn,“a 
short story by Clive Barker, a 
sweet return to the form of the 
traditional horror film, which 
opens nationwide from TriStar 
October 16. 

“I've always liked horror 
films,’’said Rose, “but I haven't 
liked one in a long time. 
They've become stand up slasher 
comedians, haven’t they? I’m 
not interested in horror films 
that are basically slice-and- 
dice movies. To me they’re not 
frightening, anyway, the ’slash 
a teenager, tell a joke’school.” 

Following a stint as a gofer 
on Jim Henson’sTHE MUP- 
PET SHOW, Rose went to 
film school where he discov¬ 
ered Stanley Kubrick and 
Roman Polanski. “I love 
Polanski’s REPULSION, 
ROSEMARY’S BABY and 
THE TENANT," he said. 
“They’re like a little trilogy, 
rvealwaysthoughtthosefilms 
were the most perfectly realized 
films anyone had ever made. 
Particularly in this genre.” 

Rose was actually offered a 
different Barkcrstorytodirect, 
but chose to do “The Forbid¬ 
den” instead. Rose expanded 
Barker’s story in writing the 
screenplay, but maintained he 
kept to the spirit of the material. 
“Much of what I did was 
amplify what was already 
there,” said Rose, who termed 
his adaptation “very close, 
actually.” 

The director made signifi¬ 
cant changes to the Barker 
original, which is set in Liver¬ 
pool, England. The film takes 



scary return to classic horror film form. 
place in a black Chicago ghetto 
of Rose’s invention, suggested 
by the Cabrini Green housing 
project, the location he selected 
for filming. “The racial aspect 
of the story is my invention,” 
said Rose. “I decided to set it in 
America because 1 felt it would 
make it more accessible to a 
world audience. I chose Chicago 
because 1 went there for a film 
festival and felt it was extraor¬ 
dinary looking in terms of its 
architecture. The film is about 
modern architecture. Cabrini 
Green has got the highest 
murder rate per square foot in 
the world. It’s a very, very, very 
scary place. I researched the 
film bytalkingtothe poticeand 
people who live there.” 

Adding to the horror of the 
film’s gruesome murders is the 
fact that they are based on 
actual events. “That is 100% 
true." said Rose. “We shot an 
exteri or of the act ua I cond omi n- 
ium block where the murders 
took place. But to hide what we 
were doing from the residents 
association, we changed the 
name. It's actually a place 
called the Sandburg Village in 
Chicago. What’salsotrueisthe 
series of murders committed 
by coming through the backs 
of medicine cabinets. It’s an 
architectural feature of both 
buildings, and a murder was 
committed in Cabrini Green in 
exactly that-fashion.” 

Rose’s screenplayalso pro¬ 
vides a background story for 
the Candyman. the urban 
horror myth played by Tony 
Todd who haunts the black 
ghetto. “Candyman is not 
black in Clive’s story." said 
Rose. “In fact the whole back 
story of the interracial love 
affair that went wrong is not in 
the book. Everything that’s in 
the book is in the film but it’s 
been amplified." 

CANDYMAN delivers grim, 
unalloyed horror which sets 

itself apart from other recent 
genre entries. "I think that one 
of the things that appeals to me 
about the horror genre is that 
it’s sort of like making a porn 
film or a comedy," said Rose. 
“If you’re making a porn film 
all anyone is interested in is if 
they get a hard-on. Right? And 
if you're making a comedy, all 
anyone is interested in is. does 
anyone laugh? Once you’ve got 
the premise that people want to 
be terrified you can get away 
with things that studio execu¬ 
tives wouldn’t let you do in 
other types of movies. 

“There is basically a golden 
rule now in movies against 
tragedy. You cannot have any 
kind of tragic conclusion to a 
story. Everything has to turn 
out right. The good people 
triumph, the bad people suffer. 
In horror movies these rules 
seem to be suspended, provid¬ 
ing it’s frightening. I’m rather 
bored with happy endings. 
They reduce the sense of danger. 
It’s like having the absolute 
feeling that however compli¬ 
cated orconvoluted the problem 
any character may be going 
through in a movie, you feel so 
confident in most movies that 
at the end there is going to be a 
lieus ex machina that’s going 
to solve everything. There is 
almost no suspense to the story 
anymore.” 

While CANDYMAN boasts 
several gruesome murders, 
including the castration of a 
child. Rose maintained that 
the film in not overly violent. 
“The film is more about dread 
than about violence,” said 
Rose. “I was very keen to show 
that when somebody dies there 
are emotional consequences. 
When a character gets slaugh¬ 
tered, it’s not that it’s just 
horrific, it’s also quite upset¬ 
ting, because it’s somebody 
you like who’s dying.” 

Rose had known Virginia 

Madsen socially before casting 
the Chicago native as Helen 
Lyle. The cool beauty began 
her film career with DUNE 
and recently appeared in HIGH¬ 
LANDER II. “She’s got that 
very feisty quality and I needed 
someone who could carry the 
movie and have that sense of 
being driven to doing the 
things that Helen has to do. 1 
also needed someone who was 
very brave, to do scenes with 
insects and fire." 

Talk about brave, to fulfill 
the legend of Candyman’s 
demise, actor Tony Todd, under 
the supervision of bee wrangler 
Norman Gary, had to perform 
with a swarm of live bees. Rose 
felt that special effects could n't 
realize the scene convincingly. 
“If you look at that scene 
carefully,’* said Rose, “there is 
no way a d ummy head could be 
used. That’s Tony Todd. We 
put the bees in his mouth and 
turned the cameras on.” 

The most difficult scene to 
film, said Rose, was the ending 
bonfire sequence, taking a 
week to shoot on several 
diverse locations. “Parts were 
shot in Chicago, others in a Los 
Angeles warehouse and others 
in the desert." recalled Rose. 
“Fire is dangerous.” 

Rose noted that he sees 
CANDYMAN in terms of 
Edgar Allan Poe. “It’s a ro¬ 
mance of death, like ‘The 
Tomb of Ligeia,’ a 19th-cen¬ 
tury idea of lovers dying 
together being the ultimate 
consummation of some kind 
of sex act. 1 saw the relation¬ 
ship between Candyman and 
Helen in those terms, adoomed 
love affair where death is the 
ultimate love act. Candyman 
only goes after people he loves. 
He’s not going after people for 
the joy of killing. First you’ve 
got to call him, and second 
there has to be some kind of 
connection. His relationship to 

Todd and Madsen, a researcher into 
urban myths held captive by the 

supernatural or her own imagination? 

Helen is very complicated. 
She’s not just someone he 
wants to rip the guts out of." 

Vanessa Williams,thede- 
frockcd beauty queen-turned- 
singing star, plays Anne- 
Marie McCoy, a decent single 
parent living in the dregs of the 
housing project. “The charac¬ 
ter is based on somebody I met 
while 1 was researching the 
film in Cabrini Green." said 
Rose. “She lived there and 
helped me a great deal. Most of 
the people trapped in terrible 
places like Cabrini Green are 
like Anne-Marie. They’re peo¬ 
ple who just want toget on with 
their lives and are trying to 
make the best they can of 
themselves and their children 
in what isanappallingenviron- 
ment. I thought it was very 
important that that was stated 
in the strongest possible terms." 
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Queasy mix of humor and 
horror toplines Larry Drake. 

By Dale Kutzera 
It’s a gruesome, terrifying 

shot. Even makeup effects 
designer Greg Nicotero, 
who specializes in foam 
latex skin and fake blood, 
was sickened. The setting is 
a morgue. The body of M rs. 
Evan Rendell, wife of the 
crazed Dr. Rendell. is 
wheeled in. The attendant 
thinks he hears giggling, 
but shakes it off. Suddenly 
Mrs. Rend ell’s body moves. 
He throws the cover aside. 
The torso shudders and 
contorts—something is in¬ 
side! Then from within, the 
blade of a scalpel pierces out 
through the chest. The inci¬ 
sion widens to revealthe gig¬ 
gling, blood-soaked face of 
young Evan Jr. 

Thus begins DR. GIG¬ 
GLES, Largo Entertain¬ 
ment’s $7 million horror/ 
comedy about the mad son 
of a mad doctor who returns 
to his hometown of Moore- 
high. California, to resume the 
family practice, namely mur¬ 
der. This doctor is a real cut¬ 
up. “I think he has two passions 
in life: medicine and vengeance, 
said the film’s star, l.arry 
Drake (L.A. LAW, DARK- 
MAN). Universal plans to 
open the film in October.justin 
time for Halloween. 

Drake, who once played a 
maniacal Santa Claus on an 
episode of TALES FROM 

Drake as Evan Rendell, an escaped menial 
patient known as “Dr Giggles “ with his bag 

full of "medical tools," out for an exam. 

THE CRYPT, explained the 
Dr. Giggles role, which Largo 
hopes to develop into a horror 
franchise. “His emotional 
growth has been stunted since 
he was seven because his father 
went wacko and started killing 
people. In the institution he’s 
called Dr. Giggles because no 
one knows his real name. Gig¬ 
gling is the primary emotional 
expression he has. I don’t know' 
if I succeeded, but I never 

wanted him to giggle with 
glee about killing someone. 
I never wanted him to look 
like he enjoyed the killing. 
He’s not a typical horror 
film maniac. He’s more of a 
kid with a science kit.” 

Armed with a bottomless 
doctor’s bag and a textbook 
full of medical platitudes. 
Dr. Giggles should do for 
the medical check-up what 
JAWS did for a day at the 
beach. “I thought this char¬ 
acter should be the antithe¬ 
sis of the things we recog¬ 
nize from going to the doc¬ 
tor," said director Manny 
Coto, making his feature 
film debut. "1 wanted the 
film to be suspenseful and 
scary, but funny at the same 
time. I created Dr. Giggles 
to be a kind of compilation 
of medical lore.”Coto w rote 
the film’s screenplay based 
on a.script cal led MR. GIG¬ 
GLES by Graeme Whifler. 
“1 don’t want to denigrate it 
because it was actually 

pretty funny,’’said Coto of the 
original script. “But Largo 
wasn’t happy with it."Called in 
by Largo to work on the script, 
Coto, who has a doctor father 
and a brother in medical school, 
gave it a different slant. 

A typical Coto gag has Evan 
ask a girl he just chased over a 
30-foot embankment, “Do you 
feel any discomfort?" To take 
another victim's temperature 
Evan inserts a sharpened ther¬ 

Drake. in makeup by KNB Effects. 

mometer into her throat—and 
through the back of her neck— 
her temperature drops as she 
dies. Then there’s the time the 
good doctor reaches for every 
general practitioner’s favor¬ 
ite weapon, a golf club. “One 
second you’re laughing and the 
next he’s whipping around 
people’s heads,”said Coto. “So 
it goes back and forth. It’s not 
easy. The characters that inhab¬ 
it the town are pretty real, they 
are not over the top. Dr. Gig¬ 
gles is really the screwy charac¬ 
ter. He starts doing these 
things, but he doesn't do them 
in a goofy manner. He does 
them very straight, which 
makes it funnier to me.” 

Of the queasy mix of humor 
and horror Coto observed. 
“It’s very similar in style to 
TALES FROM THE CRYPT 
and the ECcomics that lloved. 
They had a great sense of 
humor and made the really 
gory aspects more palatable. 
It’s a sick sense of humor, but I 
think it’s buried deep within all 
of us.” 

Drake said he saw the film as 
“an extended Jeffrey Dahmer 
joke.” Already strongly identi- 

20 



The star of L.A. LAW said he hesitated doing his fourth horror film in a row. 

COMIC BOOK HOBROR_ 

Wit’s very similar in style to TALES FROM 
THE CRYPT and the EC Comics that I loved," 
said first-time director Manny Coto. "It’s a 

sick sense of humor buried within all of us.” 

fied from his Emmy-winning 
work as Benny Stulwicz on 
L.A. LAW, Drake did not leap 
at the part of Evan Rendell. “It 
took mea long time to say yes,” 
said Drake. “This is my fourth 
horror film out of sixjobssince 
L.A. LAW started—that’s my 
hesitation. I don’t like being 
that limited. It could be graphic 
and gruesome, which is not 
what I had in mind. But Manny 
[Coto] and the people at Largo 
made me realize this was a 
comic book film. It had humor. 
They very much want it to be as 
funny as it is scary. I hope we 
have succeeded at that." 

Comic book film couldn't be 
closer to the truth. DR. GIG¬ 
GLES is the first movie project 
co-produced with Dark Horse 
Entertainment, the film divi¬ 
sion of Dark Horse Comics, 
Inc. In addition to a comic 
adaptation of the screenplay. 
Dark Horse will be publishing 
several prequel stories leading 
up to the October release of the 
film and. hopefully, a success¬ 
ful series of further ad ventures. 
This is a reversal of the com¬ 
pany’s highly successful prac¬ 
tice of creating comic books 

based on film characters such 
as ALIENS, PREDATOR, 
ROBOCOP and THE TER¬ 
MINATOR. 

“For several years I've been 
attempting to build a special 
arrangement with some motion 
picture company because I felt 
we had literally hundreds of 
properties that w ould translate 
very well onto the screen,” 
explained Mike Richardson, 
president of Dark Horse. “We 
met w'ith the people at l^argo— 
Lloyd Levin and Larry Gor¬ 
don—and they were suppor¬ 
tive. We hit it off.** 

The first-look agreement 
works both ways. Largo is 
developing such Dark Horse 
titles as CONCRETE (written 
by l.arry Wilson and Carolyn 
Thompson, the writers of 
ADDA MS FAMILY, ED¬ 
WARD SCISSORHANDS 
and BEETLEJUICE) and 
TIME COP (from director 
Sam Raimi), while Dark Horse 
is translating several Largo 
projects to comic form, includ¬ 
ing DR. GIGGLES and Rai¬ 
mi’s upcoming EVIL DEAD 
III: ARM Y OF DARKNESS. 
The relationship is so tight that 

both Coto and Raimi are writ¬ 
ing the comic book versions of 
their films, perhapsa first in the 
history of comics. Richardson 
is not surprised. “There seems 
to be some link between people 
interested in movies and peo¬ 
ple interested in comics. It’s 
very much the same process of 
visualizing a story.” 

For Coto, whose previous 
credits include two low-budget 
horror films and episodes of 
HBO’s TALES FROM THE 
CRYPT and Laurel Produc¬ 
tions' MONSTERS, writing a 
comic was natural. “I’ve been a 
die-hard comic fan since Iwasa 
kid, starting with Spiderman 
and all the Marvel comics," 
said Coto. “Comics are like a 
less expensive version of a film. 
I think reading comic books 
and learning the angles and 
dialogue definitely builds a vis¬ 
ual sense that’s needed in 
directing. 

DR. GIGGLESis being pro¬ 
duced by Stuart Besser, who 
was chosen for his ability to 
stretch limited budgets and his 
experience producing Wes 
Craven’s THE PEOPLE UN¬ 
DER THE STAIRS. Besser 
also served as Madonna's pro¬ 
duction manager on TRUTH 

OR DARE and worked with 
director Alan Rudolph on 
TROUBLE IN MIND. THE 
MODERNS and MADE IN 
HEAVEN. Besser said he sees 
little difference, however, be¬ 
tween his“art*’and horror film 
duties. “I still have a set 
amount of money and have to 
make the best film from the 
script. A lotoftheclementsare 
the same—motivating people 
and getting the most on film.” 

Besser brought with him 
from PEOPLE UNDER THE 
STAIRS the KNB makeup 
effects group, a plus in stretch¬ 
ing the budget. According to 
Greg Nicotero (who, along 
with Bob Kurtzmanand How¬ 
ard Berger from KNB), the 
company has seen a meteoric 
rise since its formation in 1988. 
“It went from us three in a shop 
to 30 people. GROSS ANAT¬ 
OMY was our biggest break 
into mainstream movies where 
we got away from doing little 
slasher horror films. We ended 
up getting a real good gig with 
Castle Rock. We did MIS¬ 
ERY, SIBLING RIVALRY 
and CITY SLICKERS back- 
to-back last year." Perhaps the 
best compliment of KNB's 
work is that no one seems to 

Holly Marie Combs, a teen with a heart problem who's not sure she wants Giggles 
to operate, humor not tor every taste that Universal plans to open at Halloween. 
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The doctor will see you now. Larry Drake as DR. GIGGLES, ready for some 
minor surgery, a film project developed by Oregon-based Dark Horse Comics. 

COMIC BOOK HOBROR 

«We didn’t use a lot of blood in any of the 
effects,” said KNB makeup expert Greg 

Nicotero. "It was just a matter of creating that 
moment of 'uhhh'—a punch in the stomach.” 

know what they did in CITY 
SLICKERS, “it was the calf 
birth,” Nicotero explained. “It 
was a fake mother cow.” 

For most of the past year, 
KNB has focused their efforts 
on Sam Raimi’s ARMY OF 
DARKNESS, their biggest 
project to date. With that com¬ 
pleted. Nicotero and company 
turned their imaginations to 
several other projects, includ¬ 
ing DOPPLEGANGER, SIN¬ 
GLE WHITE FEMALE, the 
latest FRIDAY THE I3TH 
and DR. GIGGLES. “With 
this film, we just tried to take 
the effects one step further," 
said Nicotero. “We didn’t even 
use a lot of blood in any of the 
effects. It wasjustthat moment 
of uhhh—that punch in the 
stomach. There’s one charac¬ 
ter who is stabbed in the back 
of the neck with a scalpel. He 
falls back and you see the scal¬ 
pel pop out the front of his neck 
w hen he hits the ground." 

One such punch is a sequence 
in which Dr. Giggles inserts a 
speculum in the nostril of one 
“patient.” The effect could 
have been done with a collapsi¬ 
ble speculum, hut all those 
involved wanted to see the full 
effect of the device creeping up 
underneath the character's 
skin to her forehead. The only 
way this could be achieved was 
with a false, mechanical head. 
“We sculpted the face to en¬ 
hance her expression,” said 
KNB artist Gino Crognale. 
“Greg [Nicotero] was working 
the cables, so as she’s scream¬ 
ing, the jaws a re going, and the 
brows are moving. It’s great. 
He shoves it up the nostril and 
pulls it out and all this snot and 

stuff comes out with it.” 
“We used some newer mate¬ 

rials to make the face more 
realistic,” Nicotero continued. 
“It’s a new type of silicone 
gelatin. The guys had used it on 
ALIENS III for the Lance 
Henricksen dummy. When 
you deal with foam latex it 
shrinks just enough to distort 
the features of the actor so 
when you stretch that over a 
mechanism the fake head will 
not look like the actor. Foam 
latex is great for appliance 
work, but when you get into 
making fake heads, you need to 
find the best material." 

KNB used the new type of 
silicone, which moves more 
like real skin, in the casting of 
the full torso for the gruesome 
opening sequence. The body 
wascast, then painted, punched 
with hair, and shipped to the 
film’s Portland, Oregon, loca¬ 
tion. The folks at Alaska Air¬ 
lines received quite a surprise 
when KNB’s Greg Nicotero 

and Gino Crognale opened the 
coffin-like box. “We had one 
body and a couple insert pieces 
for the scalpel stuff,” said 
Nicotero. "And the kid actor 
they got was great. He loved it 
at first, but seven hours later 
when he was cold and tired and 
covered with blood, he just 
wanted to go home. But he was 
a trouper." 

Another torso of actor Larry 
Drake wascastand sculpted by 
KNB for a scene in which Dr. 
Giggles removes a bullet from 
his side. Preliminary shots 
used appliances on Drake him¬ 
self, while close-ups of the 
actual extraction used a false 
torso with a gaping wound 
filled with fake blood and 
chicken livers. In each case 
Nicotero and Crognale worked 
closely with cinematographer 
Rob Draper to ensure their 
work was filmed at its best. 
Said Nicotero. “He’s not the 
kind of DP that says, ‘Oh. it’s 
an effect. Let’s put a lot of light 
on it so the audience can sec it.’ 
He really knows how to light 
stuff with pools of light, shadow 
and people back-lit so it’s 
moody and it fits." 

The extensive use of makeup 
effects meant that many scenes 
w ould be built from a variety of 
disjointed shots. For Larry 
Drake this meant preparing 

each scene well in advance so 
his performance would build 
from shot to shot. Nowhere 
was this disjointed style of 
shooting more evident than in 
a sequence set in a hall of mir¬ 
rors. “The biggest challenge for 
me was the mirror maze 
sequence,” said Coto. “All 
these characters ended up in a 
mirror maze w ith Gigglcschas- 
ingthem. I wanted to make this 
special and took my cue from 
LADY FROM SHANGHAI. 
Remember when the guy 
comes out with the crutches 
and there are these reflections? 
Well, we have images of a doc¬ 
tor’s bag swinging back and 
forth.’’ Two days were spent on 
production designer Bill Mal- 
iey’s elaborate set. At times, 
several doubles for each actor 
were sent walking through the 
maze at once, creating more 
“reflections" than would other¬ 
wise have been possible. 

The release of DR, GIG¬ 
GLES will be accompanied by 
Dark Horse’s largest promo¬ 
tion effort ever. Larry Drake's 
image will be seen on 25.000 
giveaway movie posters,a half¬ 
million pull-out posters and 
thousands of in-store displays 
including 4,500 life-size stand- 
ups. This unique joint venture 
between film and comics could 
keep this doctor practicing 
medicine for years to come. 

For director Manny Coto. 
the project is a dream come 
true. “I really wanted to 
direct,” said Coto. “When I 
read bios of Coppola and 
Lucas and learned how each 
one eventually got to directing 
by writing. I figured 1 better 
learn to write. I would preferto 
write and direct because I hold 
writing in such great esteem 
that when I direct someone 
else’s work. I feel I’m not doing 
enough. 1 feel li kca n employee. 
1 would love to stay in the hor¬ 
ror genre, but move to a higher 
level. I definitely love horror 
and fantasy and science fic¬ 
tion." □ 

Makeup designers Gino Crognale (I) and Greg Nicoterc prepare a gelatin effects 
head of Richard Bradford as Officer Magruder for his encounter with Dr. Giggles. 
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HORROR DIRECTOR 
MANNY COTO 

A genre fan's Hollywood success story, 
hitting the million-dollar script jackpot. 

By Dale Kutzera_ 
DR. GIGGLES is director Manny 

Coto’s feature film debut but already the 
30-year-old director is somethingof a hor¬ 
ror specialist. And he likes it that way. 
Besides directing a USC student film. 
JACK IN THE BOX, and episodes of 
TALES FROM THECRYPTand MON¬ 
STERS, Coto co-wrote THE TICKING 
MAN, a spec script that sold for over $1 
million in March 1990. during Holly¬ 
wood's brief outbreak of megabuck script 
fever. 

“It was a one-day bidding war.” said 
Coto. “At ten o’clock in the morningall the 
studios were lined up outside my agent's 
office waiting to pick up the script. Coto 
had co-written the script with Brian Helge- 
land, who scripted NIGHTMARE ON 
ELM STREET IV. “We had written a 
horror script called FREUDS that didn’t 
sell and were very depressed about it,”said 

Steven Weber doesn't like what’s on the dinner menu 
in "Mournin' Mess." Coto's episode of HBO's TALES 

FROM THE CRYPT, which was telecast last July. 

Coto. THE TICKING MAN was their 
attempt to come up with something more 
commercial. “What If a nuclear bomb 
became sentient?” was how Coto described 
their inspiration. 

Set in the post cold-war world of mil¬ 
itary disarmament, a thinking, humanoid 
bomb doesn’t want to be scrapped and 
“launches” itself. “It basically wants to 
fulfill its mission in life, which is what we 
all want,” said Coto. “The guy who goes 
after it is in love with bombs. The film 
opens with himasa kid buildinga bombas 
a science project. When the teacher gives 
him a D, he blows up the teacher’s car. My 
favorite part of the script was this charac¬ 
ter—which was perfect for Bruce Willis— 
a wise-cracking guy in love with things that 
blow up who has to chase it down.** 

Selling a million-dollar script with 
Bruce Willis attached was almost the sto¬ 
rybook ending to Coto's success in Holly¬ 
wood. A Florida native, he began making 
films in high school and later at Loyola 
University in New Orleans. After moving 
to Los Angeles, he worked at the Film 
Consortium, a commcrical production 
house owned by Noel Marshall, producer 
of THE EXORCIST. While there. Coto 
shot THE TWIST, a 25-minute murder 
mystery in 35mm starring Tippi Hedren, 
Marshall’s wife, which earned Coto an 
agent and acceptance into the American 
Film Institute’s directing program. 

A die-hard horror fan. Coto sold his 
first screenplay, STAINED GLASS, to 
Dino De Laurentiis shortly before his 
DEG company went bankrupt. “It was 
about this old house where a stained glass 
window reflects murders that happened 50 
years before. The murderer can travel in 
and out of the glass and puddles of water. 
It was a fun script that I would love to try 
and get back.” 

At A FI Coto poured his profits from 
STAINED GLASS into JACK IN THE 
BOX, the first horror film produced at the 
school. “It was about a little jack-in-the- 
box that comes to life and pops out and 

Larry Drake performs open heart surgery on Hotly 
Marie Combs In DR. GIGGLES. Colo's feature- 

film directing debut, made tor Largo Entertainment. 

kills people,”said Coto. “The short, which 
won a Focus award, came to the attention 
of producer/director Richard Donner, 
who offered Coto an episode of TALES 
FROM THE CRYPT. 

Then came the sale of THE TICKING 
M AN to Larry Gordon’s Largo Entertain¬ 
ment, the producers of Coto’s DR. GIG¬ 
GLES. Bruce Willis read the script on the 
set of DIE H A R DII. Recalled Coto.“Wil¬ 
lis said, ‘Yeah, I want to do this’and there 
wasa deal made by theend of theday.”But 
Willis went on to make THE LAS 1 BOY 
SCOUT instead. “It’s sitting at Largo and 
they are trying to figure out what to do 
with it,” said Coto. “I’ve heard it’s not 
dead.” □ 

Coto (r) behind the DR. GIGGLES camera tor Largo, 
the company which bought his spec script of THE 
TICKING MAN for Bruce Willis for a cool million. 
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FILMING BRAM STOKER’S CLASSIC 

Oscar-winner Francis Coppola infuses 
new blood into a horror masterpiece. 

I 

I 

By Steve 
Biodrowski 

In the world ofcinc- 
ma. the usual justifica¬ 
tion for yet another 
version of an oft-told 
tale is the use of some 
technology that has 
been developed since 
the previous version, 
whether it be color, 
wide-screen, or a spe¬ 
cial effects process. In 
the case of BRAM 
STOKER’S DRAC- 
ULA, since the classic 
Bela Lugosi vehicle in 
1931, there have already 
been remakes in color 
(with Christopher Lee 
in 1958) and in wide¬ 
screen (with Frank Lan- 
gella in 1979). Conse¬ 
quently, in the wake of TER¬ 
MINATOR 2*s Oscar-winning 
computer morphing, one might 
expect to see a high-tech Drac- 
ula transforming from man 
into bat as never before. 

Actually, nothing could be 
further from the truth. The 
rationale behind this remake is 
not technical innovation but 
faithful adaptation. As both 
director Francis Ford Coppola 
and screenwriter Jim Hart 
pointed out, Bram Stoker’s 
novel has never before been 
truly adapted to the screen. In 
keeping with the novel’s Gothic 

tone and Victorian setting, 
Coppola’s directorial approach 
deliberately avoided modern 
special effects technology. 
Expect no computer-generated 
mist creeping through corri¬ 
dors like the water tentacle in 
THE ABYSS. Instead, expect 
jumpeuts and dissolves to 
transform the elegant Count 
into a savage beast. Coppola’s 
BRAM STOKER’S DRAC- 
ULA was done, sometimes 
literally, with mirrors. Colum¬ 
bia Pictures opens the $30 mil¬ 
lion production nationwide 
November 20. 

Coppola first became in¬ 
volved in the project when 
actress Winona Ryder asked 
him to read the Jim Hart 
screenplay, which he recog¬ 
nized as being faithful to its 
source. “The book’s been 
around for 100 years, but it 
was substantially unmade— 
and it’s about the undead,’’ 
Coppola laughed, and went on 
to explain why he thought a 
new version would be valid. 

“If you ask someone to tell 
you the story of DRACULA, 
you'll get a scrambled egg of 
every DRACULAand pseudo- 

DR ACU LA film ever 
done. Even in the so- 
called good DRAC¬ 
ULA films, the charac¬ 
ters of the book are all 
changed; for instance, 
in one it’s Ren field who 
goes to Castle Dracula. 
whereas in the book it’s 
Jonathan Harker. There 
has never been a version 
the way Bram Stoker 
wrote it. Usually, most 
of them, including the 
Bela Lugosi version, 
were very influenced by 
the play, which changed 
the story altogether, 
because it tried to unify 
the action so there 
wouldn't be a lot of 
sets, whereas the real 
Bram Stoker Dracula 
is almost like a Victo¬ 

rian adventure novel—they 
hunt him back to hiscastle. It's 
a different, robust kind of 
story." 

The method used to put this 
robust story on the screen was 
influenced by Columbia Pic¬ 
tures’ desire to avoid location 
shooting overseas. Noted Cop¬ 
pola, “In the early discussions 
with Columbia. I said, ’Do you 
want us to go to Europe and 
London?’They seemed to have 
a very strong opinion—it’s a 
new company, and this is an 
important year for them—that 
they wanted the production 
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“There has never 
been a version the 
way Bram Stoker 

wrote it” said 
director Francis 

Coppola. “It’s 
like a Victorian 

adventure novel, 
a unique, robust 
kind of story.” 

close to home. I said. ‘Okay, 
how about if we do it all in a 
studio, with hanging minia- 
tures. and do everything in a 
style like the old days?’ They 
said, ‘Fine.’” 

Obviously, the decision pre¬ 
sented some technical chal¬ 
lenges. “A movie is just a thou¬ 
sand problems,”said Coppola, 
ticking them off: “Getting that 
many sets up and getting them 
to look like you want, making 
the film convincing enough so 
that the audience enjoys it and 
yet having the style so that it’s 
imaginative. There are a thou¬ 
sand problems, especially when 
you have wolves, snakes, bugs, 
effects, costumes—and we had 
to do it all in 68 days. You do it 
like you run the mile—to see 
how well you do it.” 

What made the challenge 
worthwhile for Coppola was 
the opportunity for experi¬ 
mentation. “A horror film 
allows you a little more leeway 
than does another kind of 
drama if you want to experi¬ 
ment with style," said Cop¬ 
pola. “The choice to make the 

film entirely at Columbia Stu¬ 
dios in Los Angeles implied a 
very different look.because the 
story takes place all over Eng¬ 
land, and it has many exteriors. 
How do you do that in a stu¬ 
dio? That was the challenge: 
using the resources of a sound 
stage to depict this sprawlng 
story. The fact that we went 
with that choice—as opposed 
to going all around Eastern 
Europe, shooting in real places 
like Werner Herzog’s film 
implied that it definitely was 
going to have its own look. We 
were trying to do a story with 
70 or 80 locations and John 
Ford-type horse-chase se¬ 
quences. Because we didn’t 
have the kind of budget to do 
TERMINATOR 2-tvpesophis¬ 
ticated effects, we were going 
to do it all using the few stages 
at Columbia and some old- 
fashioned—I’ll call them‘naive’ 
—special effects. 

“We decided, since Bram 
Stoker’s Dracula is set around 
1897, we’d use the tricks of the 
early magicians w hen they first 
started experimenting with 

film, and try to do the effects 
that way, in-camera. Hiked the 
idea of making it as a turn-of- 
the-century movie—we even 
shot some of it with a Pathe 
camera, which seemed appro¬ 
priate.” 

ith Ryder attached 
to the script to 
play Mina. Cop¬ 
pola took her sug¬ 
gestion to cast 

Anthony Hopkins as Profes¬ 
sor Van Heising. Coppola’s 
next big priority, of course, 
was casting the title role. “In 
general, our concept was to use 
a young cast,” said Coppola. 
“When I'm on the spot to come 
up with somebody to play a 
character from a book, 1 go out 
looking for what I have in my 
head, but 1 usuallycomedown 
to saying. Til just cast the great¬ 
est actor I can come up with.’ 

“I felt that Gary Oldman had 
the passion. He’s young, so he 
can do the romantic parts. I 
liked his work in SID AND 
NANCY and PRICK UP 

continued un piigir 31 



A legion of movie vampires 
has supplanted Stoker’s book 
in the public consciousness. 

By Steve Bioclrowski 
Sometimes, a literary char¬ 

acter, through the process of 
being adapted into different 
media, can take on a life of its 
own. accruing new detail with 
each interpretation and even¬ 
tually extending well beyond 
the original author's vision. A 
good example is Sir Arthur 
Conan Doyle’s Sherlock 
Holmes, who acquired his 
deer-stalkercapand Inverness 
cape courtesy of Sidney Paget's 
illustrations for the Strand 
Magazine, learned to smoke a 
meerschaum pipe when actor 
William Gillette portrayed him 
on stage, and never uttered the 
famous line, "Elementary, my 
dear Watson!” until Basil 
Rath bone played the role on 
screen. An even betterexamplc 
is BRAM STOKER’SDRAC- 

ULA. Originally subtitled 
THE UNTOLD StORY, Fran¬ 
cis Ford Coppola’s film is 
based on a book that has gone 
untold repeatedly. 

The character in the book 
may be a fascinating monster, 
but he is very definitely a horri¬ 
ble one. The air of cultured 
aristocracy is there, especially 
in the early scenes at Castle 
Dracula of the Count playing 
host to the hapless Jonathan 
Harker, but this air is merely a 
deceptive cloud hiding the 
monstrous lining. Sophisti¬ 
cated he may be, but Stoker’s 
Dracula is better defined by the 
pride he exhibits when boast¬ 
ing of being a descendant of 
Attila the Hun. 

His physical description 
emphasizes not hypnotic fasci¬ 
nation but animal strength; 
(“the big ape of the vampires. 

The firs! screen version of Stoker's 1897 hook was actually made by F.W. Mumau 
in 1922, titled NOSFERATU because it was unauthorized, starring Max Schreck. 

The 1931 film 
starring Bela Lugosi, based on a popular Broadway play 
of the period, made a sensation of Stoker s book, and a star of its Hungarian actor. 

the hirsute Slav,” Lestat de 
Lioncourt rather contemptu¬ 
ously dubs him in Anne Rice's 
The Vampire Lestat). His face 
is a strong aquiline with a thin 
nose and arched nostrils; his 
mouth, beneath a mustache, 
fixed and rather cruel-looking, 
with peculiarly sharp teeth; 
and his pale ears are extremely 
pointed at the top. As Profes¬ 
sor Leonard Wolf points out in 
A Dream of Dracula, "The 
lurking animal, more than the 
elegant, corrupt Continental, 
is the real creature of the nov¬ 
el... Van Helsing speaks of 
his’child-mind.'and Dracula is 
dangerous because he is in the 
course of evolving it into a 
brain that will bedevoted to the 
grandeur of evil.” 

That process of evolution is 
never completed in the novel, 
but most subsequent interpre¬ 
tations take it for granted to 
such an extent that the popular 
image of Dracula has all but 
eclipsed the original character¬ 

ization. It’s a little hard to 
imagine Frank Langelta, for 
example (or Louis Jourdan or 
John Carradine, for that mat¬ 
ter) leading troops in “warlike 
fury” to defend the Transyl¬ 
vanian homeland against a 
Turkish invasion. 

The first stage in Dracula’s 
on-screen evolution was an off¬ 
shoot that bore few descen¬ 
dants. F. W. Murnau’s NOS¬ 
FERATU: A SYMPHONY 
OF SHUDDERS (1922) was 
an unofficial adaptation, made 
without bothering to acquire 
the rights from Stoker’s widow, 
w'ho promptly sued. Unlike 
later filmmakers, Mumau 
emphasized the monstrous 
aspects of the Count’s appear- 
ance, having actor Max 
Schreck’s makeup suggest the 
countenance ofagiant rat. The 
film continues to maintain 
critical respectability today— 
a phenomenon made explica¬ 
ble only by the fact that it is 
seldom screened. Anyone who 

27 



V 
“The film image of 

Dracula has all 
but eclipsed the 
original concept. 

It’s difficult to 
imagine Frank 
Langella, et al. 

leading troops in 
a warlike defense 
of Transylvania.” 

has ever actually endured this 
tedious vehicle has to wonder 
why criticism of being dated 
and primitive, so often leveled 
at the Lugosi version, has not 
been leveled with far more 
accuracy at Murnau’s effort. 

Surprisingly, Francis Ford 
Coppola calls it “probably the 
best Dracula film”and screen¬ 
writer Jim Hart described it as 
the most faithful to its source, 
even though Murnau transfers 
the action from England to 
Germany and casts the vam¬ 
pire as a sort of undcad Shy- 
lock, an ethnic foreigner invad¬ 
ing the fatherland and d rinking 
the blood of Lucy, who comes 
off as a sort of Rhine-maiden 
virtuously sacrificing herself in 
order to destroy the monster. 

Easily the most influential 
clement of the film is its conclu¬ 
sion, in which Dracula (or Graf 
Orlock. as he was originally 
called, in a futile attempt to 
fool Mrs. Stoker), perishes in 
the light of the dawning sun. 
Neither folklore nor Stoker 
describes sunlight as fatal to 
vampires; the image is Mur¬ 
nau’s invention, and it has been 
with us ever since. 

In the late 1920s, the novel 
was adapted into a play by 
Hamilton Deane and John L. 
Balderston. For practical rea¬ 
sons. the story was condensed 
to take place entirely in Lon¬ 
don; more significant was a 
change which took place in the 
title character. As David Skal, 
author of Hollywood Gothic, 
pointed out. the theatrical con¬ 
vention of the time was that the 
villain had to be a person one 
could believably invite into 
one’s living room. Pointed 

ears, protruding fangs, and 
pallorous complexion obvious¬ 
ly didn’t fit the bill, so the 
Count received a complete 
make-over. Skal’s book, sub¬ 
titled “The Tangled Web of 
Dracula from Novel to Stage 
to Screen," is excellent. 

Whereas Stoker had de¬ 
scribed Dracula as “clad in 
black from head to foot, with¬ 
out a single speck of colour 
about himanywhere,”the play 
cast him in elegant evening 
clothes, including white tie 
and a red medallion of some 
chivalric order. Also, Stoker’s 
only memorable reference to a 
cape occurs when the Count is 
crawling face down the castle 
wall “with his cloak spreading 
out around him like great 
wings." For the play, the cape, 
with an extremely high collar, 
became an essential part of the 
stagecraft: at one point, two 
characters try to seize the 
Count while his back is to the 
audience but end up holding 
only the empty cape, which, 
with its collar, eclipsed the 
actor’s disappearance through 
a trapdoor. 

When Universal Pictures 
bought the rights to the play, in 
1931, they also brought along 
its star, Bela Lugosi (who was 
paid a miserly S500 a week for 
appearing in the film—less 
than co-stars Helen Chandler 
and David Manners, who were 
contract players al the studio.) 
Though the film version would 
try to fuse elements of the 
novel with the play, the caped 
image of Dracula was so indel¬ 
ibly etched in the publicimagi- 
nation that it had to be retained, 
whether or not it always made 
complete sense. (For example, 
it was easy to believe that this 
Transylvanian Count would 
wear a swallow-tail coat while 
blending in with London’s 
upper-class society, but in his 
native land, you might expect 
him to wear something a little 
more traditional.) 

Seen today, the film’s flaws 
are readily apparent: based 
mostly on the play, the film is 
often stagy rather than cine¬ 
matic, with long dialogue pas¬ 
sages filling us in on details we 
should have seen visualized. 
Theearly Castle Dracula se¬ 
quence, taken entirely from 
the book, still oozes an effec¬ 
tively creepy atmosphere, and 
Lugosi's performance con- 

Bela Lugosi, who played the role on 
stage. In the 1931 Universal screen 

version, the cultured aristocrat. 

Lon Chaney Jr. In Universal's 
1943 sequel, SON OF DRACULA. 
a quick devolution to exploitation. 

William Marshall as BLACULA, an 
egregious AIP Sexploitation film of 

1972, but still acted with dignity. 

David Niven as OLD DRACULA, a 
1973 British vehicle that sought to 
mine Stoker's character for laughs. 

tinucs to define the popular 
image of a vampire. 

A native of Hungary who 
had originally learned his role 
phonetically, Lugosi certainly 
captured some aspects of 
Stoker’s intention, such as the 
description that Dracula spoke 
“excellent English, but with a 
strange intonation.” Also, his 
rather theatrical style of acting, 
which could come across as 
overacting, was ideally suited 
to this larger-than-life charac¬ 
ter. Unfortunately, in keeping 
with the image of the play, U ni- 
versal and Tod Browning took 
a too-subtle approach to the 
character: Dracula never bares 
his fangs to the camera, and 
Lugosi is allowed only the 
occasional snarling expression 
to break through the aristo¬ 
cratic veneer. (One of the film’s 
memorable moments occurs 
when Dracula knocks the mir¬ 
ror out of Van Hclsing’s hand: 
Lugosi’s look of rage at having 
his secret discovered is like 
something Stoker would have 
described.) 

When Hammer Films re¬ 

made DRACULA in 1958 
with Christopher Lee, several 
changes were obvious. Avoid¬ 
ing the stage adaptation, the 
screenplay was a telescoped 
version which captured the 
essence of Stoker’s story while 
omitting the details. Though 
set entirely in Central Europe 
(not until the sequel DRAC¬ 
ULA, PRINCE OF DARK¬ 
NESS would the locale be 
specified as Transylvania), the 
film seems to take place in a 
caricatured version of Victo¬ 
rian London; and Lee, speak¬ 
ing without Lugosi’s accent, 
erases the foreign image of the 
character. Instead, theempha- 
sis is on the aristocratic vam¬ 
pire’s attractive qualities. 

Though Lee retains the 
cloak, its red lining (at least in 
HORROR OF DRACULA) 
is eliminated, favoring Stok¬ 
er’s description of the clothing 
as being without a speck of 
color. Rather than Lugosi’s 
melodic cadences, Lee opted 
fora fast.authoritarian tone of 
voice. Like Stoker’s character, 
he speaks “excellent English," 
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John Carradlne. Shakespearean- 
voiced in Universal's 1944 HOUSE 

OF ORACULA, a monster showcase. 

Louis Jourdan as COUNT DRACULA, 
public broadcasting’s respectful but 

dull British stuff-and-mount job. 

Christopher Lee. dynamic in 
Hammer Films' 195S version, dubbed 
HORROR OF ORACULA in the U.S. 

George Hamilton, the debonair 
Dracula who proved a comic hit in 

1979 s LOVE AT FIRST BITE. 

Every 

night 

he rises 

from his 

coffin-bed 

silently to 

seek the 

soft flesh, 

the warm 

blood he 

needs to 
keep 

himself 

alive! 

Christopher Lee, 
the only other actor besides Bela Lugosi in a long line of 
Draculas, to make much ol a stir in the role, in the 1958 color British version. 

though without the “strange 
intonation." 

Lee was also afforded the 
luxury of allowing the charac¬ 
ter's monstrous side to show 
fully. Abetted with dripping 
fangs and red contact lenses, 
Lee was able to portray Dracu¬ 
la’s ferocity to the hilt. Also, in 
keeping with the novel. Drac- 
uia is never naively accepted 
into the society of his victims; 
instead. after the characteriza- 
tion is established in the early 
scenes at his castle, he beco mes 
almost a background charac¬ 
ter, infiltrating his victims' 
homes like some spy from the 
grave. 

n some ways, what Lee 
did with the role set a 
pattern that has been fol¬ 
lowed ever since. With 
almost each new version 

of the tale, filmmakersclaim to 
go back to the novel for their 
inspiration, and very often 
they do capture elements 
missed by previous versions. 
However, it’s as if the momen¬ 
tum of the character’s evolu¬ 

tion overpowers attempts at 
being faithful to the source. 
Lee’s interpretation is in some 
ways more true to the book 
than Lugosi’s was (one could 
imagine him leading troops 
against the Turks); neverthe¬ 
less. he continues in the tradi¬ 
tion of making Dracula increas¬ 
ingly human and attractive, 
less obviously a threat from a 
foreign land. Also, his approach 
to his female victims, who now 
consciously awaited hisca- 
resses, emphasized the erotic 
as never before. 

Throughout a series of 
sequels which bore little resem¬ 
blance to Stoker, Lee managed 
to keep the integrity of his 
interpretation intact (though 
for some reason he never used 
the same speaking voice again, 
opting instead for a slow, 
sepulchral tone). 

In 1971 Lee became the only 
actoreverto star in two adapta¬ 
tions of the novel. COUNT 
DRACULA, directed by Jess 
Franco, despite claims of being 
completely faithful, is a com¬ 
plete mess, in which Leeap- 

peared only for the opportun¬ 
ity to play the character as his 
creator wrote him. For the first 
time, Dracula is portrayed as 
an old man with a mustache 
who grows younger through¬ 
out the story as he drinks 
blood. Moreover, much of 
Dracula's dialogue was re¬ 
tained, allowing him toexpound 
on his family’s bloody history 
as guardians against the infidel 
Turk (of course, when Dracula 
is pretending to talk about an 
ancestor who fought the Turk¬ 
ish army, he is actually talk¬ 
ing about himself; not coinci¬ 
dentally, his exploits bear a cer¬ 
tain resemblance to the authen¬ 
tic history of the real Vlad 
Dracula). 

Lee makes the most hecan of 
the opportunity, but the shabby 
production values defeat him 
in the end, and he blows the 
famous line, “Listen to them— 
the child ren of the night. What 
music they make!" (Score one 
for Lugosi.) One amusing cos¬ 
tume decision illustrates the 
dangers of trying too hard to be 
faithful: under the mispercep¬ 

tion that the cloak was not part 
of Stoker’s creation, Lee con¬ 
spicuously avoids wearing one, 
making Dracula stand out like 
a sore thumb in Victorian Lon¬ 
don, where true to the fashion 
of the time, the rest of the male 
cast wear evening clothes and 
capes. 

In retrospect, the 70s look 
like a golden era for Stoker, 
with no less than five adapta¬ 
tions of the novel. More than 
numbers, the decade also 
brought to fruition the trend 
started at Hammer. The ele¬ 
ment of sexual attraction 
between vampire and victim 
became more explicit, and 
over the years Dracula's female 
victims have succumbed with 
increasing willingness. No 
longer corrupting innocence, 
the vampire became an agent 
to release repressed desire. 
Once a recognized evil, the vil¬ 
lain of a repressive Victorian 
society, Dracula emerged as a 
sympathetic anti-hero for a 
modern age. 

After the misbegotten 
COUNT DRACULA, the Jack 
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Frank Langella In Universal's 1979 big-budget color and widescreen remake, 
based on the Broadway hit that turned Stoker’s monster into a romantic hero. 

Palancc tele-version in 1973 is 
a distinct improvement, though 
the limits of its television pro¬ 
duction values insure that it 
falls well short of being the 
definitive version. Richard 
Mathcson’s script contains 
some interesting ideas, but 
none are well enough devel¬ 
oped to be more than brief 
asides: for the first time, an 
explicit connection is made 
between Stoker’s fictional 
character and his historic 
source, with Palance appear¬ 
ing as Vlad the Impaler in brief 
flashbacks; additionally, these 
15th-century snippets portray 
an anguished Dracula being 
forcibly separated from a 
beloved woman, who bears a 
striking resemblance to his 
19th-century victim, Lucy 
Westenra. adding an element 

of pathos to the plot. Palance, 
best known as the villain in 
SHANE until hisClTYSLICK- 
ERS Academy Award, does a 
good job of playing a Dracula 
both tortured and fierce. The 
film is noteworthy for beingthe 
first DRACULA to grant its 
title character some measure of 
sympathy. 
' In 1978, MASTERPIECE 

THEATRE gave us a three- 
part mini-series entitled 
COUNT DRACULA. Although 
at three hours this adaptation 
could afford to be the most 
faithful so far, the influence of 
the ^Os play can still be felt in 
its actor's performance, which 
emphasizes sophisticated aris¬ 
tocracy almost totheexclusion 
of menace. Star Louis Jour- 
dan, with his French accent 
and suave charm, would per¬ 

fectly fit the sedate vampire 
mold fashioned by Anne Rice. 
The videotaped production 
failed to do justice to Stoker’s 
imagery. Dfthe 1970s were the golden 

decade, then 1979 was the 
banner year, with three 
screen incarnations of 
Dracula. In the comic 

LOVE AT FIRST BITE, George 
Hamilton could play off the 
Lugosi image for laughs and 
turn the Count into a romantic 
leading man, a sort of old- 
fashioned champion of roman¬ 
tic ideals. NOSFERATU THE 
VAMPYRE retained the look 
of Max Schreck’s original, but 
Klaus Kinski portrayed the 
character as a doomed, tragic 
figure who must endure the fu¬ 
tility of his existence century 
after century. Werner Herzog’s re- 
make may be arty and preten¬ 
tious, but it does help illustrate 
how much the image of Drac¬ 
ula has changed over t he years: 
in 1922, the vampire was noth¬ 
ing more than a horrible man¬ 
nequin pushed around by the 
director to terroriz.e an audi¬ 
ence; by 1979, he had become a 
character of flesh and blood, 
more pitiful than terrible. 

The trend of humanizing 
Dracula into a figure of fasci¬ 
nation and/or sympathy found 
its greatest expression so far in 
Universal’s 1979 remake. In 
the title role, Frank Langella 
was not terrifying, but enthrall¬ 
ing. His every move is perfect, 
his expressions and intona¬ 
tions charming. He moves with 
the smooth certainty of a being 
beyond mere mortal nature, 
who can ride a horse in hypno¬ 
tizing slow-motion grace or 
climb easily down walls with¬ 
out ever threatening his dig¬ 

nity. And he is, in the words of 
his intended bride,“thesaddest 
and the kindest of all.” 

The langella adaptation is 
based more on the play than 
the novel, with Langella the 
latest advance in the evolution¬ 
ary path begun by Lugosi. Not 
merely a villain one might 
believably invite into one’s liv¬ 
ing room, he is a villain the 
audience might want to see vic¬ 
torious, especially because the 
heroes of the story, Jonathan 
Harker and Professor Van 
Heising, are motivated less by 
moral conviction than per¬ 
sonal vendettas (jealous fiance 
and vengeful father, respec¬ 
tively). The novel’s concept of 
good and evil is rendered 
ambiguous by scenes of the 
Count withstanding a crucifix 
and accusing Van Heising of 
“Sacrilege!” 

Director John Badham’s 
attempt to orchestrate a roman¬ 
tic, almost operatic version of 
the tale strikes a bum note 
when the film remembers to be 
just a horror movie. The 20th- 
century setting of t he play is for 
the first time put to true advan¬ 
tage: the old Victorian moral¬ 
ity is dying, and Dracula repre¬ 
sents the new, permissive mor¬ 
ality that will replace it. 
Dracula may appear to be 
defeated yet again at the con¬ 
clusion; but Lucy’s knowing 
smile, as his cloak floats away, 
gives the clear impression not 
only that we know he will be 
back but that we know we want 
him back. And when he docs 
return this Thanksgiving, in 
the person of Gary Old man, all 
indications are that we will see 
the romantic apotheosis of the 
character, with the most pas¬ 
sionate and sympathetic por¬ 
trayal so far. □ 

Christopher Lee (r) as COUNT DRACULA (1970). a threadbare version 
undertaken by Lee because it sought to be faithful, lor the first time, to Stoker. 
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“ When you do 
‘Dracula,’ the 

advance word has 
to be that the guy 
who plays him is 
great,” Coppola 
said. “I have that 
in Gary Oldman, 
a young actor 

with bravado.” 

YOUR EARS. I felt he had the 
range—he's a real actor—so 1 
put my faith with him. Obvious¬ 
ly, when you do DRACULA, 
the advance word has to he that 
the guy who plays Dracula is 
great, and I feel I have that. I 
think he’s to he applauded for 
what he did— a young actor 
to take on something like this, 
with such bravado." 

One of Coppola's goals for 
his interpretation of the book 
was to come up with a new 
look, actually several new 
looks, for the Count. "One of 
the things weallowed ourselves 
to do was to say. ‘Dracula cun 
be green fog. a hat or a bat¬ 
man—no pun intended—or he 
can be a handsome guy.'So we 
explored the possibilities.” 
This approach extended not 
only to the makeup but also to 
the costumes by Eiko Esioka 
(CLOSET LAND). 

"Since we had these beauti¬ 
ful. young actors, and they 
were going to be our jewels that 
we were offering. 1 thought it 
would be interesting if we 
emphasized the costumes and 
not the sets,” said Coppola. “I 
got involved with a very im¬ 
aginative person to design 
the costumes. Through the 
give-and-take of exploring the 
theme— Dracula was a kind of 
By/antine prince, in the Bal¬ 
kans between the Turkish 
influence and the West—we 
ultimately came up with a 
design that was never seen 
before and therefore partly 
relates to the question, ‘What 
could youdowith DRACULA 
that was new?’ I don’t think 
people, when they see the film, 

rnnlinurd mi png' .1? 

Gary Oldman as Dracula, in makeup by Greg Cannom and Matthew Mungle. When Dracula learns that Mina is leaving him to 
return to Jonathan Harker. the vampire turns demonic as he uses his dark powers to summon up a terrible thunderstorm. 
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? DIRECTING THE 
HORROR EPIC 

For Francis Coppola, the key to mounting 
Stoker’s classic was finding a new angle. 

Coppola directs Gary Oldman as Dracula. turned- 
youthful, in London to pursue Mina under an assumed 
name, filmed on a street set on the backlot at Universal. 

By Steve 
Biodrowski 

“1 knew Dracula. the 
book, from when I was 
a drama counselor at 
camp,” said Francis 
Ford Coppola. “When 
I was 18,1 was responsi¬ 
ble for a bunk of nine- 
year-old boys and 1 
used to read them to 
sleep. I thought Bram 
Stoker's Dracula would 
be appropriate for little 
boys—give them so- 
called good literature 
that was in the horror 
genre. 

“I therefore knew 
that the famous film of 
DRACULA. the Lugosi 
version, wasn’t reallyso 
much like the book. In 
addition, as a kid hav¬ 
ing seen Dracula as one 
of the tri logy of mon¬ 
sters—Dracula, Frank¬ 
enstein and the Wolf- 
man—I had looked up 
Dracula in theencyclo- 
pedia and was very 
thrilled to find out that he was 
a real figure, that he had actu¬ 
ally lived. You know how 
sometimes you know some¬ 
thing about a subject that’s 
generally famous, but you feel 
you know the real informa¬ 
tion—you go around feeling 
like you’re on the inside of 
something. People talk about 
Dracula, but do they know he 
was a Rumanian Prince named 
Vlad Dracula, who impaled 
people just to let the Turks 

know how scary he was? 
“So, when Winona Ryder 

asked me to read this script. I 
immediately said, Ms it the real 
Bram Stoker Dracula’? She 
said, ‘Oh, yes.’ I read it with a 
smirk, thinking, ‘Let’s see if 
this is the real thing.’ Pretty 
much it was. That endeared me 
to it. 1 thought it was interest¬ 
ing subject matter for me to 
tackle. It had an actor inter¬ 
ested; it was viable; and it was a 
kind of film I’d never made 

before, in the horror 
genre. I'd worked for 
Roger Corman for 
many years, but I’d 
never actually made 
this type of film. All 
those reasons inspired 
me to do it.” 

The director found 
that making a faithful 
version of a story so 
often adapted unfaith¬ 
fully presented its own 
share of problems. “It’s 
a challenge," he admit¬ 
ted. “Obviously, a lot 
of the reasons for the 
way they did the pre¬ 
vious versions made 
sense—it is hard to 
contain the whole story. 
Secondly, in a piece 
that has such image¬ 
ry—every kid knows 
you put on a black 
cloak and some teeth 
and you’re Dracula—I 
was curious: could I 
come up with a take on 
this that would have its 
own look and hopefully 
be the one that becomes 

the classic DRACULA? You 
hope when you make a big 
movie, with lots of actors, sets 
and costumes, that there’s an 
opportunity, if you mix the 
ingredients right, to come up 
with a totally unique brew. 
And if there’s some emotion 
and passion at the root of it, 
you might have something that 
can last." 

Coppola is confident that he 
has come up with a unique 
approach tothesubject matter. 

Dracufa turns into a bat to escape. 

“The film is quite unusual," he 
said. “The only danger of this 
approach is that the lay audi¬ 
ence thinks they know all 
about Dracula. So they think 
they know the rules. They 
think if the vampire gets up in 
the daylight he turns to dust. 
Well, that’s not in Stoker. 
Vampires can move around in 
the day; they just don’t have 
their powers. In an odd sense, 
everyone thinks they can know 
everything there is to know 
about it; yet, if you take this 
book as the definitive telling of 
the tale, then they don’t know 
it. So, here’s a chance to do a 
modern film with modernstars 
—young, attractive people 
who can express the passion 
underlying this kind of myth- 
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The scene, not found in the script, was added when Coppola found himself impressed with makeup designer Greg Cannom's suggestion for a Dracula-lo-bat incarnation. 

^_ and do it all anew." 
Another consideration for 

Coppola was that the popular 
image of vampires has been 
irrevocably altered in the mass 
consciousness by the work of 
Anne Rice, whoreplaced Stok¬ 
er’s Christian allegory with 
co nte mpora ry existent ia 1 a ngst. 
Coppola termed Rice’s work 
“very modern, exciting and 
vivid—much more modern 
and vivid than this old book," 
he said, pointing to Stoker. 
“But this old book is thebook. 
I’m a great admirer of Anne 
Rice, If somebody had come 
up to me and said, ‘Do you 
want to do Interview with the 
Vampire or DraculaV maybe 1 
would have considered both, 
but that wasn’t the choice they 

gave me. It was: ‘Arc you inter¬ 
ested in doing DraculaV and I 
said,‘If 1 can do it more like the 
original.’ 

“In a lot of ways. Interview 
with the Vampire is a greater 
novel, notwithstanding the 
lasting impact of Dracula. 
Rice’s book is great, I think, 
with some of the modem sensi¬ 
bilities that are in it—the equa¬ 
tion of passion with blood. The 
thing about it is that you really 
get inside the mind of vam¬ 
pires, almost as though you are 
one; you understand what it’s 
like to have that hunger; you 
really get to be one of them.” 

In this context, adapting the 
Victorian sensibility of the 
novel fortoday’saudiencewas, 
according to the director, a 

matter of emphasizing the 
romantic aspects. “The writer 
[Jim Hart] augmented Bram 
Stoker with some of the history 
of the real Vlad—that he had a 
beloved who killed herself 
when she heard that he’d died 
in battle. The film’s extremely 
faithful! but with that one 
exception: that it explores the 
love story. I think that passion, 
the human part of it, is some¬ 
what universal. That passion¬ 
ate part of Gary [Oldmanj’s 
performance, in relationship 
to the character Winona [Ry¬ 
der] plays, comes off contem¬ 
porary in that it's understand¬ 
able and moving. I hope I was 
able to achieve that, so that, 
unlike the other Draculas I’ve 
seen, this one has the horror. 

“Could I come up 
with a take on this 
that would have 
its own look and 
hopefully be the 

one that becomes 
the classic? The 

audience expects 
to see a guy in a 
black cloak.” 
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Coppola directs Winona Ryder as Mina. Jonathan Marker’s fiancee. It was Ryder who got the film rolling by bringing Jim Hart’s screenplay to Coppola’s attention. 

but it also has the romance.” 
Fortunately for horror afici¬ 

onados, the emphasis on ro¬ 
mance doesn’t mean that the 
horror has been de-empha- 
sized. ”1 remember when my 
friend Billy Fricdkin was 
working onTHE EXORCIST, 
I said to him, when I hadn't 
read the book, *Oh, isn’t that 
interesting! You’re going to 
deal with the whole metaphor 
of exorcism and psychology.* 
He said, ‘Screw that! You’re 
gonna see it! There’s gonna be 
no psychology; you’re gonna 
look face-to-face at it.’ I would 

never have thought of doing 
that; if I’d read the book, 1 
would have understood that’s 
the way it was. But I thought of 
everything as a metaphor for 
how people really are—which, 
of course, it still is. But the idea 
of looking right at some of the 
stuff and having it spit at you is 
the great thing that Billy did 
that’s so memorable. I confess 
to having been a little influ¬ 
enced by that. You look right at 
[the horror in DRACULA].” 

Of course, William Fricdkin 
avoided applying the genre 
label to his film, but Coppola 

doesn't mind calling DR AC¬ 
ULA a horror Film, “except 
that the love story is such a big 
part of it—that’s what hits peo¬ 
ple as much as the horror. 
Gothic romance is what 1 con¬ 
sider it. Isn’t that what you’d 
consider the novel? It has hor¬ 
ror elements, for sure. I mean, 
/k/call it a horror film, but it’s a 
horror film that’s also a love 
story—God help me!” 

Trying to explain the contin¬ 
uing appeal of Stoker’s immor¬ 
tal character, Coppola specu¬ 
lated, “It’s such an icon of our 
culture now. Originally, as a 
kid, I always thought Dracula 
was the scariest ofall monsters. 
I was more scared of Dracula 
than of Frankenstein—mainly 
because kids were comforted 
with the thought that they 
could probably outrun Frank¬ 
enstein. But Dracula was weird 
—he wanted to suck your 
blood, and he could change 
into things. Dracula is more in 
your subconscious and has to 
do with your hidden desires. 1 
mean there’s so much written 
about this topic that you don’t 
need me. I don’t have a lot of 
interesting theories. I just basi¬ 
cally tried to do a prod uction of 
Dracula, the book. 

“I find that—this is my opin¬ 
ion, and my opinions are dif¬ 

ferent than a lot of people— 
basically this whole business 
of making movies is about tak¬ 
ing a project and giving it life. 
When I did THE GODFA¬ 
THER. the only reason 1 got 
the job was that people felt 
gangster movies were so limited 
that you couldn’t do anything 
new with them. The real fact of 
why I got the job wasn’t that I 
was so hot at the time, but a lot 
of people had turned it down, 
because they felt it had that 
problem. But if you're success¬ 
ful and bring something to life, 
then suddenly those are the 
new rules. So the issue to me 
isn’t ‘Oh, what am 1 going to 
do? Here’s this DRACULA 
thing—everyone’s going to 
expect a guy in a black cloak 
and the kind of stuff they’ve 
seen before, so for sure I’ll fail.’ 
Rather, I say, ‘Maybe 1 can 
bring it to life in a way it was 
never brought to life before, 
and they’ll remember my ver¬ 
sion.’ That’s not to say other 
problems aren’t difficulties to 
be overcome, but I think the 
main difficulty with any movie 
or anything related to art is: 
can you make something with 
its own heartbeat? If you’re 
successful with that, then a lot 
of the other problems fall by 
the wayside.” □ 

Coppola directs Anthony Hopkins as Van Helslng. Draeula’s learned nemesis. 
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Hopkins as Van Helsing. having difficulty convincing his comrades that Lucy Westenra is a vampire. Cary Elwes as Arthur 
Holmwood puts a gun 1o the professor's head when Van Helsing suggests opening the coffin of Holmwood s dead fiancee. 

“Gary Oldman 
reminds me a 

little bit of Bela 
Lugosi,” said 

director Francis 
Coppola. “I didn’t 
discourage it. He 
takes the role to 
places that Bela 
never got to.” 

will say, it’s the same, old 
thing.’They may say.’Oh my 
god. it’s overwhelming!' But I 
do feel we took a shot at a fresh 
interpretation.” 

Striving for a fresh interpre¬ 
tation. however, did not neces¬ 
sarily mean avoiding elements 
that had been used before. “1 
never had that as a goal." said 
Coppola. “The film is defi¬ 
nitely its own weird animal, so 
I just didn’t feel that the origi¬ 
nality was going to be a prob¬ 
lem. Once l got a tact, l wasn’t 
so conscious of avoiding little 
overtones. Gary reminds me a 
little bit of Bela Lugosi, and I 
didn’t discourage it. I mean, he 
takes the performance to 
places Bela never got to.” 

Coppola assigned second- 
unit director and son Roman 
Coppola to research how in¬ 
camera effects were achieved 
in old silent films and even in 
such later works as Cocteau’s 
OR PHEUSand BEAUTY AND 
THE BEAST. Noted thedirec- 
tor. “1 defined the tricks, and 
there aren't that many of them: 

playing with camera speed, 
reversing the camera, artificial 
gravity, mirrors and multiple 
exposures.” The research not 
only revealed how to achieve 
what was in the script but also 
suggested new shots that were 
added during two-and-a-hall 
months of pre-production and 
storyboarding. 

“We did a shot of Keanu 
Reeves as Jonathan Harker 
walking down a corridor, and 
above him are a group of rats 
crawling upside-down, on a 
beam," said Coppola. “We 
actually shot that in-camera: 
with the camera upside-down, 
we exposed the rats, with black 
velvet behind them; then we 
rolled the film back and had the 

actor walk dow n the staircase. 
I’m proud of that shot, because 
it’s rare that a film would take 
the time to do that in-camera 
with a principal actor; luckily, 
with second unit, we were able 
to take the time. Realistically, 
you probably could have 
farmed it out. but the fact that 
we did it all in-camera made us 
feel we were crafting some¬ 
thing from scratch." Bhooting effects as part 

of principal photog¬ 
raphy created sched¬ 
uling problems for the 
filmmakers, who didn’t 

have the luxury of delaying the 
work until post-production. “I 
came on the film five weeks 
prior to shooting,”recalled vis¬ 
ual effects supervisor Alison 
Savitch. “On most films, 
you're there several months 
before shooting. Basically, no 
action had been taken on the 
effects shooting, so I spent a lot 
of time in this little cubbyhole, 
planning extensively. It was a 
scary proposition.” 

“Our biggest priority was 
Harker’s trip to Castle Drac- 
ula."continued Savitch."They 
were doing that with r.p. [rear- 
projection], so they scheduled 
r.p. before the models were 
even built of the Carpathian 
mountains, which were to be 

seen outside the window of 
Harker’s carriage. We didn’t 
have a miniature; we didn’t 
even have a design for a minia¬ 
ture. We went to Fantasy II, 
and 1 asked Gene Warren il he 
could build a huge mi mature of 
mountains and streams in a 
week- because we needed to 
shoot the background plates in 
a week so that we could have 
them in two weeks for principal 
photography. He laughed, but 
we got the shot." Despite the 
headache of having to get the 
background plates completed 
before live action. Savitch pre¬ 
ferred rear-screen projection 
to blue-screen matting. “We 
were not even allowed to say 
the ‘b.s. ’word, "she joked. “I’m 
not the biggest blue screen fan 
anyway, so I will generally opt 
for rear projection. I was 
happy when 1 heard that was 
not a word to be used on the 
set. 

Floor effects supervisor 
Michael Eantieri had a rela¬ 
tively easy time adapting to the 
low-tech approach, one with 
w hich he was familiar from his 
experience on WHO F RAMED 
ROGER RABBIT? Noted 
Lantieri. "On that film, we 
actually did a lot of low-tech 
stuff, like hidden rods, hidden 
cables and trap doors; then we 
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ADAPTING BRAM STOKER 
Screenwriter Jim Hart on being faithful to Stoker, but with 
an eye toward historical detail and modern sensibilities. 

In a 15th-century sequence not lound in Stoker, Hart has Gary Oldman as Vlad, Stoker s historical 
inspiration, returning home after delending Rumania and the Catholic Church from Turkish invaders. 

By Steve 
Biodrowski 

With horror still a 
not quite reputable gen¬ 
re, some filmmakers, 
especially those in the 
mainstream, feel the 
need to provide ration¬ 
alizations for tackling 
the genre. Usually, these 
take the form of state¬ 
ments attesting that, 
“It’s not really a horror 
film.” In the case of 
DRACULA, the justi¬ 
fication is that this ver¬ 
sion is an absolutely 
faithful, completely 
original adaptation, 
with no relationship to 
its cinematic antece¬ 
dents. In some mea¬ 
sure, this position is 
valid (the script is more faith¬ 
ful to Bram Stoker than any 
other); yet at the same time, an 
examination of the history of 
on-screen Draculasshows that 
this new interpretation of the 
character is clearly the latest 
stage in a long evolution. 

When asked the reason for 
adapting the novel, screen¬ 
writer Jim Hart pointed out 
that it has never been success¬ 
fully done, adding, “Dracula’s 
character has never been por¬ 
trayed historically for what he 
was. In all the films—and 
believe me, there was a time 
and a place for Bela Lugosi, for 
Christopher Lee and for Frank 
Langella—the approach they 
took, unfortunately, was not 
what I saw in the novel. Dracu¬ 
la’s not a blood-sucking beast,” 
Hart insisted. “Dracula’s not a 

horrible, blood-sucking mon¬ 
ster that goes around ripping 
people’s throats out. He's a 
very misunderstood, charis¬ 
matic, tragic hero. Nobody’s 
ever portrayed him that way. 

”1 tried not to rely on the 
movies as my guidepost, but on 
Stoker, history and Leonard 
Wolfe,” Hart maintained, re¬ 
ferring to the author of An 
Annotated Dracula. “I went 
back and researched the histor¬ 
ical character of> Dracula. In 
his homeland, he’s a national 
hero. They don’t particularly 
care for what the movies have 
done to him over the years. 
There are long passages in Sto¬ 
ker’s novel when Dracula talks 
about his past, and what a 
noble past it is. That’s what I 
went for—this elegant military 
strategist beyond belief, a great 

hero who had fallen from grace 
and ultimately is looking for 
love and redemption.” 

It’s an interesting interpreta¬ 
tion, but it’s a bit disingenuous 
of Hart to insist on it as an 
authentic translation of Sto¬ 
ker’s concept. The truth is that 
Stoker’s Dracula is a blood¬ 
sucking monster, whose cold 
touch and rank breath inspire a 
shudder of revulsion, and it is 
the films that have protrayed 
him as "elegant, charismatic 
and tragic.” To borrow a 
thought from Hart’s mentor, 
Leonard Wolf, who also wrote 
A Dream of Dracula, what 
Hart has done “is not difficult 
to do. By now, the Dracula 
legend, which is a composite of 
vampire folklore, bits and 
pieces of Stoker’s novel and a 
turmoil of screen versions of it. 

is so very much in the 
atmosphere of our age 
that it is easy to forget 
where one detail begins 
and another ends." 

For example, one 
may question just how 
“noble" is the past that 
Dracula describes in 
the book (keep in mind 
that the Count, pre¬ 
tending to discuss an 
ancestor, is actually 
relating his own ex¬ 
ploits). “When he was 
beaten back, [he] came 
again, and again, and 
again, though he had to 
come alone from the 
bloody field where his 
troops were being 
slaughtered... They said 
bethought only of him¬ 
self. Bah! What good 

are peasants without a leader?” 
As Wolf noted of the character 
in A Dream of Dracula, “[Sto¬ 
ker] brilliantly avoided build¬ 
ing any sympathy for him. He 
does nothing, ever, to entice 
compassion. Instead, he is a 
thorough-going evil creature 
who drinks the blood of his 
victims because he likes doing 
what, in any case, it is his des¬ 
tiny to do." 

This is not to say that Hart’s 
interpretation of the character 
is invalid. Actually, his addi¬ 
tions to Stoker’s tale extend the 
character in interesting ways 
and help to update the Victo¬ 
rian novel for modern audi¬ 
ences. But it is amusing to hear 
the lengths to which Hart will 
go to deny the originality of his 
own inventions, claiming that 
they were all inspired, at the 
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very least, by little hints in the 
book. One of the most interest¬ 
ing elements of Coppola’s ver¬ 
sion is the relationship bet ween 
Mina and Count Dracula, who 
accosts her under an assumed 
name and enthralls her with his 
mysterious charm until she 
falls madly in love with him. 
Bela Lugosi’s version may have 
been a villain one would believ¬ 
ably invite into one’s living 
room. In Hart’s erotically 
charged script, Mina does a 
good deal more than that with 
Dracula. 

Hart claimed that the rela¬ 
tionship was “heavily implied 
in Stoker’s work. Mina’sentire 
feeling about this creature that 
killed Lucy changes after the 
‘vampire wedding' when she 
shares blood with Dracula,” 
maintained Hart. “She becomes 
very sympathetic and protec¬ 
tive toward him. In a way,she’s 
even a threat to the success of 
Van Hclsing’s attempts to 
track Dracula down and kill 
him. And at the end of the 
book, she has a child, which 
they take back to the scene of 
Dracula's death in Transylva¬ 
nia seven years later. I thought, 
’What mother is going to take 
her child to the scene of this 
horrible, nightmarish incident 
if there's not some reverence 
for the beast?’ My take is that 
it’s Dracula’s child and Mina’s 
taking him back to see where 

his father lived, which is a 
secret she can never share with 
anybody. Stoker had planted 
all these seeds in my mind for 
Mina’s taboo love of Dracula.” 

Taking Hart’s arguments 
point by point: Mina doesn’t 
“share” blood with Dracula, 
she is forced like a kitten with 
its nose pushed into a saucer of 
milk to drink the blood of 
Dracula. He warns her that, if 
she resists, he will take her hus¬ 
band and “dash his brains out 
before your very eyes.” Mina is 
a help not a hindrance to Van 
Helsing, because that“baptism 
of blood” gives her telepathic 
access to Dracula’s brain. The 
only threat is that, because the 
telepathic link works both 
ways, Dracula might have 
access to Van Helsing’s plans. 
Finally, in The Annotated 
Dracula.'WoU speculates on 
the possiblity of Dracula’s hav¬ 
ing fathered Mina’s child, but 
he's forced to abandon the 
notion, because the child was 
not born until 13 months after 
Mina’s last encounter with the 
Count. (Concluded Wolf, “I 
regret to say that Anton l-a 
Vey, San Francisco’s resident 
Satanist, tells me that the dev¬ 
il’s children by mortals spend 
the usual nine months in 
utero.”) 

Hart’s script for Coppola’s 
Film also gets some mileage out 
of making Mina the reincarna¬ 

tion of Vlad’s wife. “Histori¬ 
cally, Dracula lost his wife Eliz¬ 
abeth in 1462." Hart explained. 
“He was a great hero; he was a 
knight ordained to protect the 
Christian Church against any 
enemies of Christ. When the 
Turks overran Constantinople 
and were threatening all of 
Christendom. Dracula saved 
Christianity. In the process, his 
wife committed suicide, 
because she’d been told that 
Dracula had fallen in battle, 
that the Turks would capture 
and torture her. That’s where I 
took license. That seemed to be 
the event that turned him 
against the Church. So we 
linked Mina and Elizabeth. 
Dracula’s whole reason for 
coming out of exile in Stoker is 
to renew his life, to go to Lon¬ 
don and find life again. He says 
in the novel that ‘1 will love 
again.’” (Actually, he says, “I, 
too, can love.") 

Calling Vlad Dracula a hero 
because he fought the Turks is 
a little bit like calling Stalin a 
hero because he fought the 
Nazis. Perhaps Saddam Hus¬ 
sein might be a better modern 
equivalent, considering his 
record of savagery against his 
own population, which earned 
him the epithet “Tsepes" (i.e., 
“the Impaler”). 

Curiously, Hart denied the 
similarities between his screen¬ 
play and Richard Matheson’s 

“Dracula’s not a 
horrible, blood¬ 

sucking monster 
that goes around 
ripping people’s 

throats out,” said 
screenwriter Jim 

Hart “He’s a 
misunderstood, 
tragic hero.” 

teleplay, filmed by Dan Curtis 
in 1974. starring Jack Palancc. 
Hart brushed any similarities 
aside by claiming that both are 
inspired by Stoker. “The rein¬ 
carnation thing is not new." 
said Hart. “Leonard [Wolf] 
feels the same way. Leonard’s 
work was all about Lucy being 
the reincarnation of Dracula’s 
bride. In Stoker, it’s implied 
that one of the brides looks like 
Lucy. 1 think the reincarnation 
is handled differently than it’s 
ever been handled. In the 
novel, Dracula’s fixation with 
the photoplate of Mina and 
Lucy that Harker shows him is 
another seed. It’s as if he knew 
there was a destiny, which is 

CITY SLICKERS' Jack Palance in a 
1973 adaptation by Richard Matheson 
that paved the way tor Hart's version. 
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At the Borgo Pass, Jonathan Marker (Keanu Reeves) waits for Dracula s carriage that will transport him to the castle. 

why he goes to Whitby and 
takes Lucv there and then 
Mina.” 

Actually, Wolf only notes 
that Lucy may resemble Drac- 
ula’s favored blond mistress. 
She can’t possibly be a reincar¬ 
nation, because the vampire 
bride is still very much alive. 
And a photoplate of Harker’s 
fiance is not a plot device in 
Stoker. It was an invention of 
Murnau’s in NOSFERATU, 
and it was reused in the 
remake. Rather ironically. 
Hart, who rails at other vam¬ 
pire films for tampering with 
Stoker’s ending by killing 
Dracula with sunlight, consid¬ 
ers NOSFERATU “the most 
faithful to what Stoker’s 
about.” ignoring that this is the 
film which invented the idea 
that a vampire is vulnerable to 
the sun. 

nother big change in 
Hart’s script, and one 
of its few glaring flaws, 
is the characterization 
of Lucy Westenra. In 

the book, she is an innocent, 
young woman corrupted by 
Dracula's bite into a seductive 
vampire. In the script, this 
stunning transformation is all 
but obliterated by turning 
Lucy into a promiscuous 
coquette. “1 don’t think so at 
all, not at all,” Hart replied 
when asked if he thought his 
version of Lucy comes across 

like a bimbo-slut. 
“I don’t think she’s a slut at 

all," said Hart. “I think she’s a 
liberated woman of the time, 
who sees that life’s a ball. At 
least, that’s my interpretation 
of the book. Lucy is this bra¬ 
zen. rich, spoiled prattler, who 
can get away with murder, who 
loves as many men as she can 
have, and who’s experienced 
her own sexuality—and she 
pays the price for her wanton¬ 
ness and freedom, for being 
sexually promiscuous. Maybe 
she is a contemporary slut, but 
to me she’s a mischievous Vic¬ 
torian girl who has wealth and 
no responsibility. I think of her 
maybe as a souped-up version 
of what was there, but my 
license was very little. Most of 
the dialogue Sadie [Frost] 
speaks is right out of Lucy’s 
mouth. That whole speech 
about ‘why can’t a woman 
marry three men’is right out of 
Stoker." 

Of course, in the book, the 
speech is nothing but a rhetori¬ 
cal question asked by thechar- 
acter after breaking the hearts 
of two close friends by turning 
down marriage proposals. 
Whereas Lucy in Hart’s screen 
version is carrying on an affair 
with Quincy Morris while 
planning to marry Lord Arthur 
Holmwood because of his title. 
The book's charactercan barely 
get out from under the watch¬ 
ful gaze of her mother for a few 

minutes so that Holmwood, 
whom she loves, can propose 
to her. 

These diversions from the 
original text are minute when 
compared to changes wrought 
by previous variations. Per¬ 
haps the script's overall faith¬ 
fulness makesthem moreap- 
parent to the discerning eye, 
like flaws on the polished sur¬ 
face of an otherwise perfect 
gem. At any rate, the decision 
to sell this film as thcauthentic 
Stoker text drew a backlash 
from readers of the Los Angeles 
Times, who wrote letters call¬ 
ing the claim bogus. “These are 
people who haven’t read the 
script or seen the movie, and 
they've already made up their 
minds,” Hart complained of 
his detractors. “That’s real 
research—a publicity blurb in 

the L.A. Timesgcisthe DRAC¬ 
ULA critics out. But it is inter¬ 
esting that it will ignite that 
kind of response. I’m happy to 
see that. I will tell you that 
Dracula scholars—Leonard 
Wolf, Raymond McNally and 
Radu Florescu—have read the 
screenplay and given it enor¬ 
mous praise. I tried hard to be 
as faithful as I could, and that’s 
what Francis has done.” 

Even while trying to be faith¬ 
ful to the source, would Hartat 
least acknowledge that the 
character has taken on a life of 
his own, evolving well beyond 
what his creator imagined? 
“There’s no doi.bt that this is 
the best thing Stoker ever 
wrote," said Hart. “Whether 
wittingly or unwittingly, he 
created something that has sur¬ 
vived nearly 100 years, and 
people are still putting their 
own spin on it and saying, Tve 
done Dracula the way Stoker 
intended.’ 

“I will never for the life of me 
understand why John Badham 
chose to put in a car chase and 
have Dracula die on ship as a 
giant bat-kite—even when this 
brilliant novel is sitting there 
with this spectacular climax on 
the Borgo Road, w ith the bat¬ 
tle between the gypsies and the 
vampire hunters. John Ford 
would have loved this sec¬ 
tion—it would have been the 
greatest shoot-out since the 
O.K. Corral. I don’t under¬ 
stand why they consistently go 
back to this brilliant novel and 
chop it up. My goat was to do 
right by Stoker and along the 
way pul my own spin in there, 
because we somehow had to 
convince people to do it. That’s 
w hat I hope we've done. 1 hope 
the Stoker-philes w ill be pleased 
by what they see." □ 

Screenwriter Jim Hart, on the set of Castle Dracula at Hollywood's Sony Studios. 
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“Stoker created 
something that 

has lasted nearly 
100 years,” said 
Hart. “People are 
still putting their 
own spin on it, 

saying, I’ve done 
Dracula the way 

Stoker intended.’” 

covered it up with high-tech 
animation. The idea here was 
to create a feeling and an 
atmosphere, rather than show¬ 
case transformation effects or 
computer effects. Those are 
good and have a place in some 
movies, hut Francis wanted 
everyone to feel a part of what’s 
going on, so it had to be done in 
a natural way. It’s in many 
ways a lot harder. We're hop¬ 
ing for a great look to the pic¬ 
ture. It should surprise a lot of 
people. I think they're going to 
find it a real breath of fresh air, 
rather than being bombarded 
every minute with loud noise 
and morphing.” 

Without computers, Lanti- 
eri’s crew relied on such simple 
techniques as jump-cuts and 
soft dissolves for an effect in 
which Dracula transforms into 
a swarm of rats, in much the 
same way that the exploding 
dummy replaced John Cassa¬ 
vetes for the conclusion of 
THE FURY. What appears to 
be a single continuous shot 
actually contains a jump-cut so 
that Gary Oldman could be 
replaced by a mechanical fig¬ 
ure covered with real rats. To 
insure that the figure matched 
Oldman’s position, Lantieri’s 
crew built a registrations 
matte, like an animation 
matte, that fit over the camera. 
The telescoping mechanical 
figure then collapsed to the 
floor, allowing the rats to 
scurry away. 

A lot of effort also went into 
enhanci ng scenes w hich are not 
obvious effects set pieces, as 
when Jonathan Harker encoun¬ 
ters the three vampire women 
in Castle Dracula. “We worked 

Anthony Hopkins as Van Helsing. Right: Coppola directs Hopkins and Sadie Frost as the vampire-stricken Lucy Westenra. 

very hard on the sensuous 
scene with Harker and the 
brides,” recalled Lantieri. “We 
tried very hard to make things 
look one way when, in reality, 
different things were happen¬ 
ing via trap doors and air lines. 
The hardest part of doing 
something like that is making 
each individual piece flow con¬ 
tinuously, so that it happens in 
a very natural way. Love scenes 
and death scenes are the hard¬ 
est to do—you can get into 
trouble with both. Then, when 
you add the supernatural, 
you’re integrating another 
dimension, so we had our 
hands full." 

One thing that kept Lanti¬ 
eri’s hands full w as Francis Cop¬ 
pola's penchant for not re¬ 
stricting himself to the story¬ 
boards if he thought the effects 
could be improved on-set. “If 
he sees something that has 
potential, he’s very good about 
letting you develop it if you say, 
‘This is great, but it can be bet¬ 
ter’ or ‘weirder.* That was the 
big term -he wanted every¬ 
thing ‘weird.’ For example, we 
had what started out as a sim¬ 
ple effect w hen Harker is com¬ 
ing to the castle and Dracula is 
driving the coach. In the script, 
it reads that Dracula reaches 
over, picks him up effortlessly, 
and puts him in the coach. You 

read that and think you have to 
put Harker on wires, or, in our 
case, we opted for a counter¬ 
balance. like a teeter-totter, to 
lift Keanu and then pivot to get 
him into the coach. 

“Francis saw it—thegag was 
exactly what it said in the script 
and worked perfectly—and 
said. ‘I think it can go further.’ 
We then proceeded todoashot 
where the coach drives into 
closeup, and when Dracula 
reaches out, the camera pans 
with his arm, which seems to go 
forever and pick Harker up 20 
feet away. We put the seat on a 
crane and dollied the seat and 
Dracula over; as you pan 

you’re just seeing the arm, 
w hich picks up Keanu and then 
comes all the way back. By the 
time you pan back off the arm, 
it appears as though Dracula 
has never moved." 

Although most of the on-set 
effects were covered by second- 
unit. some were handled by the 
first-unit crew. “Our cinema¬ 
tographer, Michael Balhaus, 
was a key part,” said I-antieri. 
"Certainly, in this circum¬ 
stance, you work much closer 
with a cinematographer, be¬ 
cause you’re controlling the 
light, the atmosphere, and the 
effects—you try to build layers 

nmtinued mi page 43 

Keanu Reeves as Harker meets his employer. Gary Oldman as the aged Dracula. 
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vampire Effects 
Designer Greg Cannom provided Coppola with a bloody 
baptism in makeup technology that stretched the limits. 

Dracula in wolf form, Gary Oldman in makeup designed by Cannom and applied by 
Matthew Mungle. Coppola saw the elaborate effects as a loss of artistic control: 

By Steve Biodrowski 
When a mainstream film¬ 

maker turns to the horror 
genre, there is often a certain 
amount of self-restraint when 
it comes to utilizing graphic 
makeup effects, as if such 
shock techniques are somehow 
embarrassing or disreputable, 
Francis Ford Coppola, on the 
other hand, the director who 
achieved new levels of screen 
violence in THE GOD¬ 
FATHER, has no hesitation 
about pushing BRAM STOK¬ 
ER’S DRACULA’sblood and 
gore effects to the limits of an 
R-rating. In fact, one hallucin¬ 
ogenic shot (akin to Stanley 
Kubrick’s elevator of blood in 
THE SHINING) features6.000 
gallons of blood filling a chapel 
as Dracula commits a blas¬ 
phemous sacrilege that will 
damn his soul to undead life as 
a vampire. 

Not ail oftheeffectsarequite 
that extreme, but the film does 
have its share of beheadings 
and stakings, along with a 
variety of looks for its title 
character. The work wasde- 
signed in the laboratory by 
Greg Cannom (THE EXOR¬ 
CIST HI) and applied on-set 
by Matthew Mungle (THE 
GUARDI AN). “I enjoy design¬ 
ing things myself, but I don't 
mind goingon the set," Mungle 
explained of his working rela¬ 
tionship with Cannom. "Greg 
goes on the set occasionally, 
but he likes to be back at the 
lab, designing every day." 

Count Dracula has seven 
different looks in the film. The 
first two—his appearance in 

1462. before becoming a vam¬ 
pire, and his hand some appear¬ 
ance in London after regaining 
his youth—were handled by 
straight makeup artist Michele 
Burke. The other five are elab¬ 
orate prosthetic makeups: 120 
years old, bat, wolf, demonic 
and young wolf. 

The most elaborate was the 
12-piece old-age makeup, in¬ 
cluding nose and upper lip.eye 
bags and eyelids, ear tips and 

earlobes, lower lip, a horse¬ 
shoe-shaped piece around the 
cheeks and under the chin for 
jowls, wrinkled pieces for the 
backs of the hands and finger¬ 
tips. “Greg helped apply it the 
first time and on a few other 
occasions, because it really 
needed two people; then 1 did it 
several times by myself,” said 
Mungle. “The first time we did 
it. it took about six hours; t hen 
we got the application time 

down to four hours. When I 
had to apply it myself, 1 got it 
down to four and a half hours. 
I think Gary [Oldman] went 
into it 18 times; he was only 
supposed to go into it 12. He 
was tired of it, but he was just 
superb about it.” 

The other makeups were 
less difficult, although the wolf 
and bat appearances required 
full bodysuits. "For the wolf, 
we would take the bodysuit off 
and air it out." recalled Mun¬ 
gle. “The problem with the bat 
was that the back of the head, 
which we could re-use. and the 
face, were applied onto the 
bodysuit. It zipped up the 
back, and we had to glue him 
in. Wecould unzip it, butasfar 
as air getting in—once a per¬ 
son was in it, he was sealed in. 
Gary [Oldman] only went into 
that one time; then he broke 
out because of his metabolism. 
So we had to put the stuntman 
into it four or five times. You 
couldn’t tell it wasn’t Gary. 
Hie only difficulty wasfinding 
someone with the correct 
facial shape; otherwise, it 
would look too full. But most 
of the stuff was long shots.” 

Applying the facial makeups 
was facilitated by Oldman’s 
decision to shave his hairline 
back two inches, making bald- 
caps unnecessary to portray 
the character’s hairline, which 
varied with each appearance. 
“Gary was just great,” praised 
Mungle. “With production, 
sometimes he was a little bit 
difficult—he wouldn’t deny 
that—as far as the way he 
acted, I don't blame him, 
because they would say. *We 
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Gary Oldman in a full 
bodysuit for Dracula’s 
transformation into a 
bat, designed by Greg 

Cannom and applied by 
Matthew Mungle. After 
the first day, Oldman 

turned the in-suit chores 
over to a stunt double. 



Struggling with the Bowie knife of Quincey Morris In his heart, Dracula stumbles back toward his castle at the film's climax. 
Makeup artists Greg Cannom and Matthew Mungle devised a “demonic" look for the finale, costume design by Elko Esloka. 

need him in four hours, when 
you get through with makeup,' 
Well, we’d get through; then it 
would be two, three or four 
hours later that they’d use him, 
or they wouldn't use him at all. 
There were several times when 
he got enraged. But 1 would do 
the same thingafter sitting f our 
and a half hours.” 

ne of the film’s more 
gruesome moments is 
the demise of Lucy 
Westenra, played by 
Sadie Frost. As her 

fiance, Arthur Holmwood, 
impales her with a stake, she 
lurches up from her coffin and 
vomits blood on Professor Van 
Helsing. who promptlycutsoff 
her head. The mechanics were 
devised by Larry O’Dean and 
hidden beneath an appliance 
sculpted by Mitch Devane. 
“It’s not really elaborate, but 
Larry just did a beautiful job 
on the mechanics of it,” Mun¬ 
gle ex pained. “The blood runs 
up the sides of her face and into 
her mouth, so there’s a lot of 
volume. There’s a little pin- 

wheel that spins and disperses 
the blood out of the mouth. 
The whole appliance, which is 
just one prosthetic piece to hide 
the tubes, went under her eyes 
and on top of her nose, very 
much like Dick Smith did it [in 
THE EXORCIST], 

“Sadie [Frost] couldn’t talk. 
She had to have her mouth 
open the whole time. Once we 
applied it, which took 45 min¬ 
utes, we told the A.D.s, ‘She’s 
ready—take her!’ They had to 
use herimmediately.Thespe- 
cial effects guy hooked her up 
to the blood pump. She was 
lying down; she had to rise and 
throw up, then lie back. So 
some of the blood ran down 
her throat. We should have 
been a little bit more prepared; 
I should have gotten one of 
those suction devices that den¬ 
tists use,” 

The decapitation of Lucy 
was filmed twice: once in a first 
unit long-shot, featuring the 
principal actors; then in a 
second unit insert closeup. The 
shot features a mechanical 
head by Larry O’Dean, with 

moving eyes and jaw. attached 
to a body, with makeup hiding 
the cut-off point. “Originally, 
Francis wanted to do it in one 
shot: Anthony [Hopkins] picks 
up the knife and cuts off her 
head. Well, it’s impossible fora 
person to hit a mark like that 
unless he’s Steven Seagal. I 
think we did three takes. In the 
last one, he sliced her jaw in 
half, so the whole mechanical 
thing wasscrewed up. That was 
the end of that, so we had to 
come back one month later 
and re-do it for the second unit. 
We used the hand of one of the 
guys in the shop.” 

Noted Mungle, “In a situa¬ 
tion like that, you have to at 
least state your mind in the first 
place, ‘Okay, well try, but I 
warn you.' We couldn't neces¬ 
sarily go up to Francis and talk 
to him, because he was always 
thinking about other things. 
We had to talk to the producer, 
who would then go up to Fran¬ 
cis and arrange an audience.” 

Although this might sound 
as if the director gave the 
makeup team short shrift. 

Mungle pointed out that Cop¬ 
pola was open to incorporating 
their suggestions. “Greg would 
come up with stuff,”said Mun¬ 
gle. “Forexample, the batcrea- 
ture wasn’t originally in the 
film, but Francis liked the 
maquette that Greg had done.” 

Mungle did not find the 
working conditions on DRAC¬ 
ULA much different from 
those on many of the lower- 
budget films he has worked on. 
“You’ve got a little bit more 
time and money, but there were 
times when it seemed like a 
low-budget movie, ‘Don’t we 
have time to do this?* ‘No, we 
need it today!’And then they’d 
end up using it two weeks later! 

“The guys in the lab had a lot 
of hard work to do, but on the 
set—that’s where the heat 
comes down,’’continued Mun¬ 
gle. “If something doesn’t 
work, who gets the blame? The 
person on the set. In the shop. 
Greg and I would go over 
everything, especially effects 
like the decapitation, but 1 
didn’t have too much time for 
testing. I always like to test the 
effects rather than make a fool 
of myself on the set, especially 
if it's first unit, with all the 
actors.” 

Nevertheless, Munglccn- 
joyed his tenure on BRAM 
StOKER’S DRACULA. “1 
was on the set every day for six 
months—September to Feb¬ 
ruary,” he recalled. “I was 
always doing something. They 
had second unit going the 
whole time, so if I wasn't doing 
makeup on Gary, I was doing 
it on a double. It was a great 
experience. A lot of people 
didn't have a good time, but I 
didn’t mind it at all. It was 
good working with Francis. I 
think this was the first time[he 
had worked with prosthetics]. 
He knew what he wanted, but 
it was an ordeal for him to get 
over the idea that it takes four 
hours to put it on. That’s the 
nature of the beast. 

“I think it’s a unique look— 
Greg’s got a real style about all 
the creatures he does,” con¬ 
cluded Mungle. “I think it’s a 
better approach than other 
Draculas we’ve seen. A lot of 
people are going to be fighting 
it, because they like the old 
standards, but this thing's 
been done so many times 
before that we wanted to do 
something new.” □ 
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Mina (Winona Ryder) mourns for Dracula, at peace at last. Coppola's version laces Stoker s horror with an epic love story. 

“We’d get through 
making up Gary 

Oldman after four 
hours,” recalled 
Mungle. “Then it 
would be three 

or four hours later 
that they’d use 

him. Sometimes 
he got enranged.” 

of things, as we did in HOOK, 
to keep everyone’s eyes off the 
fact that there’s a stage wall or 
a hacking in our case. 

“We did quite a bit of this 
new Arriflex camera Michael 
[Balhuus] uses that rolls back¬ 
wards and hits a mark per¬ 
fectly,” Lantieri continued. 
“You can program in a frame, 
roll forward, and then roll 
backward right to that frame. 
So there are things happening 
in reverse that we took to an 
extreme. Lucy in her wedding 
gown, when she’s carrying the 
baby in the chapel, comes 
down the stairs with this odd, 
waddling, undead walk. In 
reality, we wired her dress, this 
huge train, and pulled it up a 
step at a time as she walked up 
the stairs in reverse. You play 
that forward, and you get this 
odd walk that’s not recogniza¬ 
ble. It’s not a change of speed; 
it’s an odd feeling.” 

With both units keeping 
him busy, Lantieri finally 

found himself running back 
and forth between them. “I 
had someone on first unit and 
someone on second unit. I bas¬ 
ically just tried to set up the 
gags beforehand, show them 
to Francis, and then he in the 
right place at the right time as 
they were happening — be¬ 
cause Francis is very innova¬ 
tive, and things change very 
rapidly, so whenever he made 
a change. wre had to make a 
change." 

A simple technique put to 
extensive use during shooting 
was a 50/50 mirror, also 
known as “ghost glass." When 
placed at a 45-degree angle, the 
mirror allows the camera to 

photograph both what’s vis¬ 
ible through the glass and 
what’s reflected on its surface. 
When Dracula appears in 
Renfield’s room intheasylum. 
Clary Oldman stood off to the 
side of the set against a black 
background while a balancing 
light was gradually brought up 
on him, making his transpar¬ 
ent image appear in the scene. 

Perhaps the most interest¬ 
ing use of this technique is the 
so-called "green-mist puppet" 
effect, jokingly named after an 
early test. “Dracula has a 
number of manifestations," 
Savitch explained. “Some¬ 
times, he’s in Transylvania, 
and you'll see him at Hil- 

lingham as a shadow. One par¬ 
ticularly ambitious shot was 
our green mist, showing him 
crawling and creeping. We all 
thought it was funny when 
Roman [Coppola] said he 
wanted to do this green mist 
in-camera.” 

Recalled Roman Coppola, 
“We couldn’t figure out howto 
get the mist to act the way we 
wanted, so we had a black 
mock-up of a section of the set 
and a 50/50 mirror in front of 
the camera. It’s not a puppet, 
hut we did a test with a 
puppet.*’ 

Continued Savitch, “Wo 
started off with puffy clouds 

continued on page *17 

Makeup artist Matthew Mungle (1) attaches a hand appliance lor Dracula's old age makeup to actor Gary Oldman, in the makeup trailer at Sony Studios. Designer 
Greg Cannom (r) observes as Mungle and an assistant position the headpiece. The actor, who shaved his hairline to facilitate the makeups, was termed a "trouper/ 



Director Francis Coppola on his movie beginnings, filming 
low-budget horror for the legendary Roger Corman. 

Coppola's early lesson in period Gothic horror. Corman hired Coppola to flesh- 
out footage of THE TERROR shot on sets left over from THE RAVEN (1963). 

By Steve Biodrowski 
To those who know him 

only for his many Academy 
Award-nominated efforts, from 
THE GODFATHER series to 
THE CONVERSATION to 
APOCALYPSE NOW, Fran¬ 
cis Ford Coppola may seem 
like an unexpected choice to 
helm a horror effort; actually, 
his roots in the genre go all the 
way back to the early ’60s, 
when Roger Corman gave 
Coppola his first job out of 
UCLA Film School, at $90 a 
week. 

“I had bought a Russian 
science fiction film," Corman 
recollects. “I wanted to re-edit 
it and dub it in English, so I 
called UCLA and asked them 
to recommend some of their 
top graduates. Francis was one 
of them and we chose him.” 
While working days as dia¬ 
logue director on one of the 
Poe films, Coppola, who spoke 
no Russian, stayed up nights 
writing new English dialogue 
for the Russian film; then shot 
a brief scene, at Corman’s 
request, of two monsters fight¬ 
ing; and dubbed and re-edited 
the entire effort into BATTLE 
BEYOND THE SUN (1962), 
for which Coppola received his 

Corman, circa the early '60s. when he 
hired Coppola fresh out of UCLA. 

first screen credit, as associate 
producer. 

Shortly thereafter, Corman 
took a respite from his Poe 
series to make THE YOUNG 
RACERS in Europe, a film 
about Grand Prix racing. Sens¬ 
ing a golden opportunity, Cop¬ 
pola offered to work as sound 
man, which indirectly led to his 
directorial debut. “I had my 
best staff ever: Francis, Mena- 
hem Golan and Bob Towne,” 
recalled Corman. “And wehad 
ail of our equipment built into 
a Volkswagon microbus. It 
was the first, to my knowledge, 
self-contained shooting unit. 
At the close of that picture, I 
was supposed to come back to 
America. A thought occurred 
to me: we had our skeleton 
crew there; we had all our 
equipment built into the micro- 
bus; all of this was already paid 
for, so it would be very inex¬ 
pensive to make a second 
picture." 

“I knew Roger could never 
resist a bargain,” said Cop¬ 

pola. “When he went some¬ 
place to makeafilmfor AIP,he 
always figured, with the equip¬ 
ment and crew there, maybe he 
could make a second one for 
himself. In this case, he was 
called back to make what actu¬ 
ally turned out to be a pretty 
wonderful film, THE RAVEN. 
He was going back, so I said to 
him, ‘If I come up with an idea, 
can I make a movie?"’ 

Menahem Golan, also eager 
to direct a feature, pitched his 
own idea toCorman.“Wc were 
following the Grand Prix races 
around Europe, and the last 
race we were at was in Liver¬ 
pool," Corman explained. 
“Menahem came up with an 
idea to put everything on a boat 
and ship it to Tel Aviv, because 
he’s from Israel. I said to Fran¬ 
cis, ‘I’m not sure I want to ship 
everything to Israel. We’re 
right across the Irish Sea from 
Dublin. It’s an overnight trip. 
You could be in Dublin by the 
morning after we finish shoot¬ 
ing. There was a problem 

about shooting in England, 
because the labor laws are very 
strict, and we had limited work 
permits. As a matter of fact, 
our permits said we wereshoot- 
ing a documentary about the 
races—they didn’t know we 
were shooting a feature. 1 fig¬ 
ured all we need to do was fin¬ 
ish and get out of England. But 
there were no such require¬ 
ments in Ireland." 

After the shooting that day, 
Coppola went to his hotel 
room and wrote a brief treat¬ 
ment fora Hitchcock-type psy¬ 
chological thriller to be called 
DEM ENTI A. “I just wrote the 
one scene, where the woman 
jumps in the pond, comes face- 
to-face with the little girl’s 
grave, and then gets axed to 
death,” said Coppola. “It was 
spawned in the aftermath of 
PSYCHOand HOMICIDAL. 
Roger gave me $20,000 to 
make the movie.” 

Recalled Corman, "I ap¬ 
proved the treatment and said. 
‘Okay, lake everything to Ire¬ 
land.* He did, and raised some 
additional money from an 
English producer, who bought 
the European rights. He shot 
the film with my crew, some of 
the actors from my picture 
[William Campbell, Patrick 
Magee and Luana Anders]. 
They rented a big house, just 
outside Dublin, where every¬ 
body lived, and shot the film.” 

Having been invited to a 
film festival in Yugoslavia, 
Corman could not hangaround 
to keep an eye over Coppola’s 
shoulder, but the producer had 
no worries about trusting the 
neophyte director. “Francis 
had worked with me on a cou¬ 
ple of films, and he’d done an 
outstanding job on THE 
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Left: Coppola's horror film directing debut for Corman. filmed 
Ireland in 1962 with equipment and crew let! over from Corman's THE YOUNG RACERS. Right: Coppola directed scenes with Jack Nicholson. 

YOUNG RACERS. 1 had 
some talks with him. but I had 
total faith in him. I did come to 
the set after I came back from 
Yugoslavia. 1 looked at the 
rushes, saw everything was 
going all right; then 1 went 
back to the United States." 

The resulting film owed a lot 
to its black-and-white photog¬ 
raphy and Irish locations for 
its atmosphere. The pacing is 
slow, and the plot obviously 
inspired by PSYCHO, but the 
horror scenes are genuinely 
effective. “For a little $40,000 
movie, it was okay," Coppola 
conceded. “I wrote it literally 
in three days, shot for nine 
days on stage and ten on loca¬ 
tion. When it came out, 1 was 
just thrilled to have made a 
movie. I remember a review in 
The New York Times. I was 
thrilled because it said, ‘under 
the solid direction of Francis 
Coppola.’ My brother looked 
at it and said, ‘Francis, it 

doesn’t say “solid,” it says 
“stolid.”’ I was crushed.” 

After Coppola finished the 
film, two additions were made. 
The first was the number “13” 
appended to its title, in order 
to avoid confusion with a pre¬ 
vious film entitled DEMEN¬ 
TIA. The second was addi¬ 
tional footage shot by Coppo¬ 
la's friend and fellow UCLA 
graduate Jack Hill. “To our 
great surprise, the film was 
short, so Jack Hill wrote and 
directed an additional five 
minutes to bring it up to the 
minimum length we needed to 
call it a feature," said Corman, 
who can no longer recall 
exactly what the footage was. 
Tim Lucas, in Video Watch¬ 
dog No. S claims Hill added 
some grisly inserts, whereas 
Gary Kurtz (producer of 
STAR WA RS) told author Ed 
Naha in The Films of Roger 
Corman that the five extra 
minutes were “a stupid pro¬ 

logue that had nothing to do 
with the rest of the movie ... a 
psychiatrist giving the audi¬ 
ence a test to see if they were 
mentally fit to see the picture." 

Coppola himself was not 
available to shoot the addi¬ 
tional footage, because he was 
in Yugoslavia, working on a 
film Corman had set up during 
his trip to the film festival. “I 
talked with these people who 
said that if I would put up a 
little money and send some 
American actors they would 
shoot in English and I would 
get all the English-speaking 
rights. So I sent along William 
Campbell and Patrick Magee. 
Francis went along as a pro¬ 
duction coordinator, just to 
see that everything worked 
out." 

Said Coppola, “I don’t 
know what my role was. I 
wasn’t a supervisor, because it 
was a whole Yugoslavian pro¬ 
duction, and 1 was just a kid. 

But I had brought the two 
American co-stars, and I was 
supposed to look out for Rog¬ 
er’s interests, which Idid to the 
best of my abilities." 

The film wasOPERATlON: 
TITIAN (named after the theft 
of a Titian artwork), and 
wouldn’t really bear mention¬ 
ing in a discussion of Coppola’s 
genre efforts if it had ever been 
released in its original form. 
However, Corman deemed the 
Yugoslavian print unreleasa¬ 
ble when it arrived and ordered 
extensive new footage shot by 
Jack Hill, who turned the pic¬ 
ture into a horror film known 
as BLOOD BATH, which was 
then re-shot again and turned 
into TRACK OFTHE VAM¬ 
PIRE by Stephanie Rothman. 

Coppola’s last horror effort 
for Corman was THE TER¬ 
ROR. Corman had shot two 
days with Boris Karloff and 
Jack Nicholson on sets still 
standing from THE RAVEN. 
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Jack Nicholson and Sandra Knight In Corman's set photography for THE TERROR. Coppola shot Nicholson later at Big Sur. 

With Karloff back home in 
England, Corman needed Cop¬ 
pola to shoot exterior footage 
with Nicholson which would 
hopefully integrate into a 
whole movie. “I shot about a 
week with Jack Nicholson up 
in Big Sur,” recalled Coppola. 
“I did the stuff with the wife 
and horse by the ocean. It was 
sort of a hopeless project 
because Roger had shot these 
interiors, and in the scenes this 
young guy, played by Jack 
Nicholson, is in this castle and 
people don’t want him there, 
but all these things happen to 
keep him there. So it was a real 
puzzle.” After shooting his 

footage, Coppola got a con¬ 
tract from Seven-Arts; Cor¬ 
man released him from the 
assignment and brought on 
Monte Heilman to fit the 
pieces together. 

When asked what lessons 
Coppola learned from work¬ 
ing with him, Corman remained 
modest. “I think he learned to 
work efficiently, within the 
confines of a budget and a 
schedule—something he’s not 
known for today, but which he 
can do,”said Corman. “I think 
Francis is the director he is 
today because of his own 
innate talents; I couldn't teach 
him that. All I can say is that I 

William Campbell as the mad artist In Coppola's PSYCHO rift DEMENTIA 13. 

gave him a little bit of a start 
early in his career. I’m certain 
that, if he had never met me, he 
would have been just as suc¬ 
cessful. Itjust might have taken 
him a little longer." 

oppola gives a slightly 
different perspective 
of what he gleaned 
from his years with 
Corman. "He was 

really no-nonsense,”said Cop¬ 
pola of Corman. “He made 
movies almost like an engi¬ 
neer: no frills—just do the for¬ 
mula fast and cheap, and give 
the audience what they want. I 
have never really done that in 
my career. I get involved in my 
own feelings about the mate¬ 
rial, which is my problem and 
my blessing.” 

On the other hand, Coppola 
avowed that his studio-bound 
approach to BRAM STOK¬ 
ER’S DRACULAissimilarto 
Corman’s studio-bound Poe 
series. “Oh. totally!” he said of 
the stylish but unrealistic look. 
"That was obviously some¬ 
thing 1 was remembering from 
the tradition that I consider 
myself in. It’s not like one of 
those teenage horror movies 
with the axe murderer running 
around in a basement, and 
you’re really afraid he’s going 
to get you. 

“I think our audiences are 

different today than they were 
30 years ago, in that they’ve 
seen all these slasher movies, 
so they’ve been through a 
decade of somewhat realisti¬ 
cally gory, grueling movies,as 
opposed to Roger Corman 
movies of the Poe era, which 
were much more Gothic ro¬ 
mance.” 

Since the Corman years, 
Coppola has occassionally 
dabbled in science fiction and 
fantasy (CAPTAIN EO and 
PEGGY SUE GOT MAR¬ 
RIED), and Stephen King 
even listed APOCALYPSE 
NOW as one of the ten best 
horror films of 1979 in a Roll¬ 
ing Stone article, but it took 
the director 30 years to do his 
first Gothic horror film. 

Coppola claimed he is a fan 
of the genre. "I was when I was 
young, certainly, and I loved 
working for Roger Corman 
during that era,” he said. Then 
why did it take so long to do a 
film like BRAM STOKER'S 
DRACULA?“Well. I'ma pro¬ 
fessional film director, who 
also wishes he could be a per¬ 
son who writes his own origi¬ 
nal screenplays, like Woody 
Allen. But 1 have these other 
trainings. 1 was in theatre. I’ve 
done opera and 1 love stage¬ 
craft. I had my own studio, 
which I wanted to make a place 
where we did a lot of produc¬ 
tions of different types, and I 
love fantasy, science fiction 
and horror. Yet, at the same 
time. I'd like to write things 
like THE CONVERSATION 
and more personal stuff. 

"It’s a matter of the luck and 
the time and ability to be able 
to call your own shots,” said 
Coppola. "Since the failure of 
ONE FROM THE HEART, 
I’ve been swept up in the jet 
stream of undoing that. I 
haven't had a chance to just 
sit down and write something— 
it takes so long to write an origi¬ 
nal piece, and usually I have to 
be working to keep my com¬ 
pany alive and myself and my 
family. So it’s a matter of what 
opport unities a re offered to me 
that I wish I could do. I wasn’t 
as nuts to do a Western, but I 
was a I ways interested in science 
fiction and horror. So, obvious¬ 
ly, when someone says, ‘Do 
you want to do a horror film?’ 
or ‘Do you want to do a science 
fiction film?’ 1 say, *Oh, yeah. I 
want to!*" □ 
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“••.I! will be a blessed hand for her that shall strike the blow that sets her free/1 wrote Bram Stoker of the staking of Lucy. Instructed by Van Helsing, Arthur 
Holmwood (Cary Elwes) prepares 1o strike the blow that wifi release his fiancee-turned-vampire, while Van Helsing (Anthony Hopkins) is poised to cut off her head. 

on rigs that we tested against 
the mirror. All of us were say¬ 
ing. ‘This isn’t going to work.* 
When we saw the first test, it 
had this ghostly effect—it 
wasn’t exactly mist, hut it 
looked pretty good. Later, we 
ended up using dry ice and lit 
that with green gels: by using 
the mirror to put that element 
into the real set, the actors 
wouldn’t be lit green. You 
could fade it in and make it as 
prominent or as light as possi¬ 
ble. Some we even shot back¬ 
wards, so that it craw led in an 
unnatural way that no real 
mist could do. Normally, you 
would use animation, like in 
INDIANA JONES. In this 
case. I w asn’t sure, but after the 
tests. I thought. ‘Ohmvgod, 
Roman did it!’" 

Although the director used 
his share of squibs and blood 
in THE GODFATHER mov¬ 
ies. BRAM STOKER’S DRAC- 
ULA was Francis Ford Cop¬ 
pola’s first experience with 
extensive prosthetic makeup 
effects. “Yeah, l don't know 
what l think!" he laughed 

about the ordeal. “It has a life 
of its own. It’s very hard to 
control, because when you nod 
yes to an idea, you don’t realize 
that the next time you run into 
that idea, they’re saying, *It’s 
going to take six hours.’Then 
they bring it out; you look at it; 
and whatever it is, you're stuck 
with it. In this production,a lot 
of the concepts and designs 
w-ere being done concurrently 
with the shooting. One day, 
they’d bring in this wolf crea¬ 
ture and say, ‘This is it.’ If I had 
some notes about it, it wasn't 
really relevant anymore. 

“I’m glad to have some expe- 
rience with the world of pros¬ 
thetics, because now I under¬ 
stand a little more, once 
unleashed, what a force it is 
and how it lakes over. It takes 
so long, and there are so many 
problems involving the health 
of theactorsand theirpatience. 
I think that maybe we went a 
little far with this stuff, partly 
because I didn't know what I 
was getting into each time I 
accepted what seemed like a 
good idea. Each one of these 

things is a nightmare." 
Along with the prosthetics, 

designed byGregCannomand 
applied by Matthew Mungle, 
came a heavy dose of fake 
blood. “Yeah, it w-as fun to 
pump some blood again!” 
explained Lantieri. “You don’t 
get a chance to do much of that 
these days. We did some pretty 
big blood effects; in fact, we 
had two water trucks full of 
it —600 gallons that we pumped 
in as fast as we could for one 
shot. With stakingsand things 
like that, we definitely had 
blood flying and spurting. 

“Greg Cannom’s crew did a 
great appliance for us to shoot 
straight at Lucy when she vom¬ 
its blood on Van Helsing—not 
one of those cheap side shots 
with a hose taped to the side of 
the face. There’s a bit of nudity 
and a hit of gore, hut that's the 
story. You can’t do DRAC- 
ULA and not have that 
you'd he cheating theaudience." 

The “bit of gore" proved too 
much fortestaudiences,ac¬ 
cording to a brief story in the 

runtimied on page 51 

** We went a little 
far with [makeup] 
stuff,” observed 
Coppola, “partly 
because I didn’t 

know what I was 
getting into each 
time I accepted 

what seemed like 
a good idea.” 
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Few movie versions, until now, have portrayed the 
erotic, seductive temptresses that Bram Stoker envisioned. 

THE VAMPIRE BRIDES 

“He is young and strong; there are kisses lor us all," say Stoker’s brides. But Coppola s vampires 
actually get their teeth into Marker (I to r): Fiorina Kendrick. Mlchaela Bercu and Monica Bellucel. 

By Steve 
Biodrowski 

Like many of Bram 
Stoker’s supporting 
characters, the three 
vampire brides of Drac- 
ula, whom Jonathan 
Harker encounters in 
the Count’s Transylva¬ 
nia castle, have a poor 
record of surviving cine¬ 
matic adaptations. 
Neither version of NOS- 
FERATU features them, 
nor do they appear in 
John Badham’s 1979 
version. HORROR OF 
DRACULA reduces 
their number to one, 
and Tod Browning por¬ 
trayed them as ethereal 
wraiths rather than 
seductive temptresses. 
Two productions entitled 
COUNT DRACULA (Jesse 
Franco’s Spanish production 
with Christopher Lee and the 
BBC’s MASTERPIECE THE¬ 
ATRE version with Louis 
Jourdan) are more faithful to 
the text, but lack the erotic 
spark. Francis Ford Coppola’s 
version may be the first to cap¬ 
ture the essence of these vivid 
characters, who play a small 
but memorable role in the 
proceedings. 

Stoker has Harker describe 
the vampire women as “ladies 
by their dress and manner ... 
Two were dark and had high, 
aquiline noses like the Count, 
and great, dark, piercing eyes 
that seemed to be almost 
red ... The other was fair, as 
fair as can be, with great wavy 
masses of golden hair and eyes 

like pale sapphires.” The fair- 
haired one, it is strongly 
implied, is the favored mistress 
of the Count, though this ele¬ 
ment is de-emphasi/ed in the 
film in order to make way for 
Dracula’s love affair with 
Mina. With this small excep¬ 
tion. the brides re-emerge on 
screen as a faithful, though 
somewhat supercharged, adap¬ 
tation of the author’s original 
concept. 

In an obvious approach, 
which inexplicably has never 
been taken before, Coppola 
cast authentically European 
women in the roles, ratherthan 
typical Hollywood starlets. In 
fact, all three were born over¬ 
seas: Fiorina Kendrick in 
Rumania, Michaela Bercu in 
Israel, and Monica Bcllucci. 
(Bellucci, who still resides in 

Italy, returned home after 
completing her role, and was 
unavailable for an interview). 

Kendrick, who had been a 
child actress on stage in Tran¬ 
sylvania before coming to Los 
Angeles two years ago. heard 
about the role through her 
manager. “1 decided I really 
wanted to try for it, because I 
felt I had so much to say on this 
subject,"said Kendrick.“I met 
Francis Ford Coppola in Oc¬ 
tober. right after the first week 
of shooting. While 1 was audi¬ 
tioning. the casting director 
told me that the production 
was looking for a Rumanian 
coach, in case I was interested. 
1 said, ‘Yes, why not? This is 
my language,’ So, while 1 was 
still going through the testsfor 
the part, I started coaching 
Gary Oldman, Anthony Hop¬ 

kins and Winona Ryder. 
“They wanted to see 

if we had the acting 
ability,’’ said Kendrick 
of the testing, “not so 
much in wordsasinges- 
tures—because vam¬ 
pires look human, but 
they have non-human 
qualities, so we had to 
express that feeling 
somehow. I think it was 
a very demanding part 
that had intensity and 
coldness, a human part 
and a very ethereal 
quality. They certainly 
spent time looking for 
the right actresses; they 
also wanted to have d if- 
ferent looks.” 

Bercu was chosen to 
play the fair-haired 
vampire. “In my case, 

they were looking for a blond 
girl, European and exotic," 
said the New York model of 
how she landed her first Holly¬ 
wood role. “They were search¬ 
ing around LA. and later went 
to modeling agencies, includ¬ 
ing mine. Francis liked my pic¬ 
ture. The next thing I knew, I 
was sent to Los Angeles todo a 
screen test with the casting 
director. Then, one night at 
nine o’clock, my agency called 
from LA and told me to be 
there at six o’clock the next 
morning to meet Mr. Coppola. 

"I never did any acting 
before," said Bercu. “This was 
my first time, and for me it was 
a wonderful surprise. It was 
very exciting to work w ith a big 
director. Just to be on the set 
was a fascinating experience. 1 
had been thinking about act- 
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Having served his purpose, Harfeer is abandoned by Dracula to the whims of his vampire brides, fleeing on the castle steps. 

ing, and had started to take 
some classes, but this came out 
of nowhere, like a present.” 

Like Kendrick, Bercu had 
no problem with the language, 
since both her parents had 
come from Central Europe. 
“I'm half Rumanian and half 
Hungarian,”said Bercu. “That 
was the easy part for me, 
because I grew up speaking 
Rumanian at home. When 
they picked me, they did not 
know this. They said, ‘You'll 
have a hard job—you’ll have to 
talk Rumanian.' ‘Actually,' 1 
said, ‘Rumanian is easier for 
me than English!* When 1 told 
my parents about speaking 
Rumanian, my father was very 
proud that I'd studied the lan¬ 
guage, because he's my Ru¬ 

manian side.” 
Though the bridecharacters 

have limited screen time, the 
goal was to characterize them 
as much as possible. “I'm the 
dominatrix," laughed Ken¬ 
drick. “I’m the mature bride, 
the Medusa, the mythical 
character who turns you to 
stone. She has a very strong 
quality a bout her, yet of course 
she has to be a masterof seduc¬ 
tion. That's what vampires 
are: the essence of seduction. 
They live on blood, and the 
only way they can get close to 
people is by seducing them, so 
they have to be attractive, 
beautiful creatures. 

“The youngest bride, 
Michaela, is the favorite right 
now. Of course, there's always 

this fight: my character was the 
first, so I think I should still be 
the favorite. Each bride thinks 
she has more rights than the 
others. On the other hand, we 
are like one body. I like very 
much those opposites—itcre- 
ates dramatic tension.” 

In addition to dramatic ten¬ 
sion, the brides' hypnotically 
rapturous encounter with 
Harker also features some 
deceptive special effects, with 
the vampire women floating 
down from theceilingon wires 
or rising up from the floor 
through trap doors. Noted 
Bercu, “I had to do a special 
effect where I bite a nipple; lots 
of blood comes out on my face, 
and I have to drink it. I had to 
climb on a wall after Dracula 
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throws me. For me, it was 
unbelievable. But, since I had 
never been on a movie set 
before, everything was like a 
special effect. The first day, 
when I went to meet Francis, I 
was walking with my mouth 
open—I could not believe the 
sets looked so real.” 

Besides the fangs, pale faces 
and purple contact lenses com¬ 
mon to all three brides, Ken¬ 
drick also wore a very unusual 
hair style. “My hair took two 
hours everyday—it looked like 
snakes,” she said of her Medusa 
appearance. “At one point, I 
had real snakes in my hair. 
Every time 1 think of of that, I 
don't know how I did it. I had 
about IS King snakes, different 
sizes and beautiful colors. I 
worked with them a couple of 
days in advance, so I could get 
comfortable with them—al¬ 
though I don't know ifyouever 
really get comfortable with 
snakes! When the scene came, 
they started loading these 
snakes in my curls, which were 
made to look like snakes. They 
let each snake wrap around so 
they wouldn't fall off. They 
kept putting more until at one 
point 1 said, ‘No more—it's 
loaded.' When we started 
shooting, my head had a life of 
its own. I tried to be in tune 
with it. Honestly, I understand 
why they arc symbols of sensu¬ 
ality. At the beginning, they 
might be frightening, but they 
arc so smooth and gentle, and 
they move so slowly, that you 
cannot help but be captivated. 
I really believe that what terri¬ 
fies us also captivates us. It's 
the same with Dracula as with 
the snakes. I started liking 
them." 

Bercu summed up the expe¬ 
rience of all three actresses, 
working on their first major 
motion picture: “For all of us, 
it was a great experience. We 
felt very lucky to be on the set 
with a director like Francis 
Ford Coppola and an actor 
like Keanu Reeves, who is 
great. We liked how the three 
brides were working together, 
but on the other hand, each one 
had her own personality. Fran¬ 
cis looked at our personalities 
and tried to give each of us the 
part which we fit into. It was a 
wonderful experience—I never 
thought in my best dreams that 
something likethiscould hap¬ 
pen to me." □ 



“I’m sure the 
MPAA is going to 
give us the worst 
rating they have,” 

said Coppola. 
“Blood is a poetic 
metaphor in the 

movie, something 
they have a real 
aversion to.” 

Los Angeles Times, which sug¬ 
gested that Coppola would he 
trimming the blood and also 
reinserting some information 
for story clarity. "That’s one of 
the things the preview is for,” 
said Coppola. "When you first 
shoot thestuff,you tend tosay. 
‘Well, let’s get it.' Then if we 
have too much, we take a little 
out. The trick now is balancing 
the emotional story, which is 
most important. 

"We wanted to deliver an 
exciting movie that would put 
you on the edge of your seat, 
yet we wanted to be emotional 
so youcould really buy into the 
love story. We wanted it to be 
original, to show you things 
you’ve never seen before. We 
want it to be understandable 
so that you’re not lost as to where 
you are or what’s going on. As 
you know, Dracula is told 
through different journals, 
logs and diaries, so in the final 
phase of filmmaking. I’m 
really now just w restling w ith 
the final articulation of the 
rules [of vampires]. It’s really 

more in the area of compre¬ 
hension. trying to get this Vic¬ 
torian novel straight.” 

Coppola also expected con¬ 
frontations with the MPAA, 
but doubts any necessary com¬ 
promises will lessen the film’s 
effectiveness. "I’m sure the 
MPAA is going to give us the 
worst rating they have asfaras 
scary stuff," he admitted. 
"Blood is a poetic metaphor in 
the movie, but it is also some¬ 
thing they have an aversion to, 
and the film is erotic. So 
sooner or later, when we show 
it to them, I’m sure that, how¬ 
ever it's done, we’ll come to 
peace, because you want to 
have nothing worse than an R. 
That’s what I’m obligated to 
give Columbia, so it’s a little 
bit out of my hands. And a 
little less is better than a little 
more. The movie is very strong 
in those areas, so I'msurethin- 
ningitouta little is not going to 
hurt it. It’ll make it better." 

s of early July, Cop¬ 
pola was still a few 
weeks away from hav¬ 
ing his final cut ready 
in August for the 

remainder of post-production 
w ork, including music scoring. 
In the meantime, work con¬ 
tinued on completing split¬ 
screen matte effects and shoot¬ 
ing miniature establishing 
shots to help open up the look 
of the studio-bound production. 

“Our Borgo Road, on Stage 
15 at Columbia, was the size of 
a football field, but it had a low 
roof." said Savitch. “So all of 
our wide, scope shots, which 
are supposed to show huge 
mountains, rolling hills and a 
castle beyond, were shot on a 
stage only 40-feet high. With 
matte paintings and our castle 

Gary Oldman, in makeup by Matthew 
Mungle and Greg Cannom, as the old 

Dracula who greets Harker Right: 
Oldman as the young Count in London. 

miniature, we'll manage to get 
a pretty good feeling of scope. 
The difficult thing is we have 
matte paintings of the castle, 
miniatures of the castle, and 
full-size sections of the castle; 
and they all have to integrate. 
T hat in itself is a major chal¬ 
lenge.” The mat le pa i n t i ngs a re 
the work of Craig Barron and 
Michael Pangrazio of Matte 
World, in Marin County. 

Supervising the post-pro¬ 
duction effects is Roman Cop¬ 
pola. whose second-unit han¬ 
dled most of the on-set effects 
work. “Our goal was to get as 
much as we could on stage,” he 
said. “We had a full second unit 
working in conjunction with 
first unit—we would go in and 
clean up shots that they didn’t 
have a chance toget. Ofcourse, 
we did a large portion of effects 
during that period. Now, I’m 
still working on the film, super¬ 

vising the matte painting and 
other elaborate opticals that 
we weren't able t o tack le t ota lly 
on set. 

"With the mattes, for exam¬ 
ple, 1 shot the plates on stage; 
now I'm supervising the paint¬ 
ing. Fvcn in those cases, with a 
few exceptions, we’redoing the 
effects in-camera, in the sense 
that Matte World came down 
and shot the plates w ith a black 
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FILMING LOW-TECH GOTHIC 
Recreating Bram Stoker’s supernatural, turn-of-the- 
century world took some old-fashioned movie magic. 

By Steve Biodrow’ski 
After the Oscar-winning T- 

1000 morphing techniques of 
TERMINATOR 2. one might 
think that the best way to 
remake DRACULA for the 
^Os would be to feature a daz¬ 
zling array of computer-gen¬ 
erated man-into-bat transfor¬ 
mations. A visit to the set on the 
lot of Sony Studios in Culver 
City, California, revealed that 
such was not the case; rather, 
director Francis Ford Coppola 
has opted foran old-fashioned, 
in-camcra approach, which the 
technicians have d ubbed, much 
to the publicist’s chagrin, 
“low-tech." 

Filming had been closed to 
the press since the beginning of 
principal photography in Sep¬ 
tember 1991. Fortunately, an 
invitation was extended after 
the first unit wrapped early this 
year. A walk through the 
sound stages revealed an impres¬ 
sive array of sets, many of them 
representing exterior scenes, 
such as the front gates of Castle 
Dracula. One soundstage the 
size of a football field was 
entirely devoted to the Borgo 
Pass, where Jonathan Harkcr 
meets Dracula’s coach in the 
beginning and where Harker 
and his compatriots intercept 
the Count’s coffin at the finale. 

A smaller but equally impres¬ 
sive set featured the chapel in 
Dracula’s castle, where the 
Count performs the blasphemy 
that will turn him into a vam¬ 
pire: after his wife, deceived 
into thinking him fallen in bat¬ 
tle against the Turks, takes her 
own life, Dracula renounces 

the Christian faith he was 
sworn to defend, driving a 
lance into a statue of Christ, 
which miraculously bleeds, 
covering the floor in a torrent 
of blood. 

While these sets were in the 
process of being struck to make 
way for subsequent produc¬ 
tions, second-unit M.O.S. 
{without sound) photography 
continued on a set representing 
the entrance to the Hillingham 

Estate, home of the Count’s 
first English victim. Lucy Wes- 
tenra. The only full-size ele¬ 
ments were a section of wall 
containing the front gate and 
some shrubbery. The mansion 
itself isactually a hanging mini¬ 
ature, suspended at the proper 
height to line up witha painting 
in the background, as if resting 
on a hill a mile away. It soon 
became obvious that the dis¬ 
tinction between first and 

second units was somewhat 
blurred; though only the second 
unit crew was present, intended 
to wrap up some miniature 
shots under the direction of 
Roman Coppola, father Fran¬ 
cis Ford Coppola was taking 
the opportunity to improvise a 
brief scene between his two 
young leads, Winona Ryder 
and Gary Oldman. 

The casting of Old man in the 
title role has raised as many 
eyebrows as the dubious cast¬ 
ing of Michael Keaton in BAT¬ 
MAN, but his performance in 
the scene being filmed pro¬ 
vided some insight into the ra¬ 
tionale behind Coppola’s cast¬ 
ing decision. As in Stoker’s 
book, the vampire is portrayed 
as an old man who regains his 
youth by drinking blood; by 
the time he introduces himself 
to Mina (Ryder), he has 
achieved a dashing, youthful 
handsomeness designed to win 
her heart. Oldman's appear¬ 
ance is far removed from pre¬ 
vious screen incarnations of 
the Count; his mustache and 
flowing hair cut a striking fig¬ 
ure, somewhat reminiscent of 
Harvey Keitel in THE DUEL¬ 
ISTS.' 

With the camera rolling, the 
elder Coppola guided his 
actors through a scene as if 
directing a silent movie. Drac¬ 
ula escorts Mina to the gate 
and bids farewell witha kisson 
her hand; as he slowly departs, 
she stares after him, torn 
between her attraction to this 
mysterious stranger and her 
obligation to her fiance. 

While the crew moved the 
camera to film a reverse angle 
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Filming the gypsy cart carrying Dracula's coffin back to his castle inside the cavernous Sony Studios. Wrote Stoker, "W 
I knew that at sunset the Thing, which was Imprisoned there, would take new freedom in many forms to elude pursuit 

of the same action, second- 
unit director Roman Coppola 
took a moment to explain why 
the actors are standing in front 
of a hanging miniature rather 
than a blue screen. “Basically, 
the attitude was we wanted to 
go back to the origins of 
cinema trickery,” he said. “So 
many modern films rely on 
computer-generated effects 
and elaborate opticals; we 
consciously decided we wanted 
to use so-called ‘primitive 
effects.' I did a lot of research in 
this area, kind of the crossover 
from theatrical magic to film 
magic. I turned up a couple of 
interesting things; the most 
interesting being that the time 
frame in which our film takes 
place, 1879, happens to be the 
birth of cinema. It turns out 
that movies were originally 

promoted and explored by 
stage magicians. Melics is the 
famous name but there were 
others like Robert Paul. They 
applied a lot of their stage 
tricks to the cinema. 

“We were very much inspired 
by the German Expressionist 
films,” said Roman Coppola, 
“with their in-camera effects. 
For example, Pabst’s SECRET 
OF THE SOUL, which had an 
elaborate dream sequence with 
multiple exposures, all done 
in-camera. When I first became 
involved in this film, I went 
back and scoured these old 
films for examples of different 
tricks and ideas that we used as 
inspirations. In fact, I com¬ 
piled a notebook—photocopied 
pages of various booksand still 
frames. We tried to film the 
movie all on stages where we 

could control the elements, 
whereas if you’re on location 
you can’t control as much.” 

Visual effects coordinator 
Alison Savitch concurred with 
the Coppolas’approach. “IVe 
done a lot of high-tech films for 
Amblin and Jim Cameron," 
she said. “This is quite the 
opposite, which is refreshing. 
It seems like everyone is trying 
to out-tech each other. What 
Francis is d oing, instead, is tak¬ 
ing an older approach, using 
effects they used before there 
were opticals. Roman really 
did his homework—he read 
every effects book in existence, 
and we did an enormous 
amount of research. For in¬ 
stance, Francis had never done 
a hanging miniature, but we 
realized that to build this huge 
house onstage was virtually 
impossible—there probably 
isn't a stage in existence that 
would hold it. So instead of the 
standard matte painting, we 
created a forced-perspective, 
five-foot miniature house, 
which is supposed to be a mile 
back on the road. With the 
right lenses and filters, you 
completely lose your depth of 
field, giving the impression of 
distance. With a miniature, 
you create that illusion of 
three-dimensional depth, which 
you don’t quite get with a matte 
painting.” 

Tucked away in the corners 
of the soundstage are much 

Another angle on the Carpathians, an exterior set built inside the soundstages ot 
Sony Studios in Culver City, pursuing Dracula's coffin by horse and carriage. 

“Basically, we 
wanted to go back 
to the origins of 

cinema trickery ” 
noted Roman 
Coppola. “We 

were very much 
inspired by the 
Expressionistic 

German silents.” 

larger miniatures, over 10 feet 
tall, of Castle Draculaand Car- 
fax Abbey. Their presence here 
is indicative of Coppola’s 
method: all of the effects arc to 
be filmed as part of principal 
photography, rather thancom- 
pleted in post-production by 
outside effects houses. This 
approach not only allows the 
director to maintain hands-on 
control over every frame of his 
film, it also meshes well with 
Coppola’s overall vision of the 
project, which is studio-bound 
and highly stylized. With the 
single exception of a London 
street scene (filmed, appropri¬ 
ately enough, on the Universal 
Studios backlot), the entire 
film is being shot, interiors and 
exteriors, on stage, without 

Winona Ryder as Mina Marker, who is 
also the reincarnation of Dracula's 
wife Elizabeth, a non-Sloker touch. 
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Abandoned by Dracula to Ms brides. Jonathan Hartter (Keanu Reeves) wanders the castle amidst the skeletons ot Vlad the Impaler's former victims. 

recourse to location work. 
“Our hope is that the subtle¬ 

ties of the way we’re doing 
things will integrate much 
more seamlessly," explained 
floor effects supervisor Michael 
Lanticri. "Usually, you’re bat¬ 
tling second unit and opticals, 
where you're trying to balance 
the lighting of things shot in 
different places. Francis wanted 
to have a direct hand and see 
what he was getting up front. 

Renfleld (Tom Waits), berserk in Dr. 
Seward's sanitarium. “I'll fight for 

my Lord and Master," wrote Stoker. 

The fact that these are happen¬ 
ing as your scene is happen¬ 
ing—where your actors are, 
where your director is, and 
where your camera is makes 
it all part of your moviemaking 
process. Our hope is it becomes 
part of the normal existence of 
the movie. 

"We definitely want every¬ 
one to know wearetnnowayin 
competition with TERMINA¬ 
TOR 2—it’s already been 
done. Francis’ vision of this 
picture is it should be very 
much a sleight-of-hand magi¬ 
cian's approach to special ef¬ 
fects—which hopefully will be 
fresh again. We’re trying to use 
the most modern technology in 
the oldest, low-tech way.” 

atisfied with his cover¬ 
age and his actors' 
performances, Cop¬ 
pola orders his crew to 
strike the camera set¬ 

up and move on to the next 
scene. While the grips and 
gaffers complied, the director 
took a moment to explain why 
he’s directing a second-unit 
crew. "This setting was built 
for another scene. 1 thought. 
‘God. while we’re here, I should 
do something where he takes 
her home and kisses her hand.’ 
So we’re really trying now to 
get what we can.” 

Coppola elaborated on his 

decision to take a low-tech, in- 
studio. hands-on approach to 
filming BRAM STOKER’S 
DRACULA. "We’re doing 
e very t h i ng i n-ca mera. ” he sa id. 
“There’s not one blue-screen 
shot in the whole movie. First, I 
felt that in the total, this would 
result in a whole, integrated 
movie, whereas, if many effects 
were done by post-production 
personnel, it would put too 
much of the movie in other 
people’s hands. Second of all, 
the methods they use are very 
technology-oriented. Since the 
film is set in the I9th century, I 
felt it would have more soul if 
we used cinematic techniques 
like those used in German films 
of the ^Os, like FAUST. Mur- 
nau’s NOSFERATU is one of 

those films—not that it had 
many effects, but if you did all 
the effects in that tradition, it 
would give the film more of a 
non-technological style.” 

The wisdom of this approach 
should be apparent to anyone 
who endured Stephen King’s 
SLEEPWALKERS earlier in 
the year. Computer-generated 
transformations haveadistinc¬ 
tively glossy, high-tech look, 
much less appropriate to hor¬ 
ror than science fiction. The 
old-fashioned cinematic leger¬ 
demain is far more in the spirit 
of Stoker’s novel, in which 
supernatural phenomenon is 
most often half-witnessed in 
darknessand in distance, inthe 
blink of an eye or in the periph¬ 
ery of vision. □ 

Inside die gates ot Castle Dracula, built on Sony soundstages. Coppola chose to 
Him the story entirely on sets to give the production a unique, stylized look. 
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“ It's unlike any 
Dracula film I 

know of, and I’ve 
seen a lot,” said 

Coppola. “Its 
fresh approach to 

the book is an 
advantage. People 

are bound to be 
tired of cliches.” 

hold-out. and when they com¬ 
plete the painting they'll re-ex¬ 
pose the same negative. 

“Aside from the matte paint¬ 
ings, we did a couple of other 
shots that way, in which 1 
would shoot our actor, then 
can the film and bring it to 
another effects place, which 
added a miniature train. Doing 
the in-camera stuff is scary, 
because you never know what 
you're going to get, but shoot¬ 
ing the entire film on stage will 
definitely give a stylized look. 
There are practical problems: 
you rarely get the camera as 
low as you want, because you'd 
he shooting into the rafters; 
also, wider angle lenses, beca use 
they see so much, often reveal 
the edge of the set. But the 
control that we had—being 
able to make snow and do 
lighting changes -was a real 
bonus. It’s unlike any other 
Dracula film that I know of, 
and I’ve seen a lot of them. It’s 
definitely a fresh approach to 
the book. I think there’s an 
advantage—people are bound 
to be tired of the cliches.” 

Summing up his approach 
to remaking Stoker’s oft- 
filmed novel, director Francis 
Ford Coppola said, "The first 
question when we started mak¬ 
ing this was. ‘Oh. why do you 
want to make another Drac¬ 
ula?’ But when the film comes 
out, I don't think it's going to 
be criticized for being the same 
old thing. I'm sure they’ll find 
something to criticize, but it 
won’t be that. I think it's an 
original production of the 
novel by a film director who 
tried to do it a little bit from his 
gut.” □ 

Marker approaches the entrance to Dracula s castle. Wrote Stoker. “Of bell or knocker there was no sign: through these vast 
frowning walls and dark window openings it was not likely that my voice could penetrate. What sort of place had I come to?" 
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EFFECTS ENCOUNTERS 

Robert Short on fabricating 
the TV extraterrestrials. 

By Chuck CrisafuUi 
The alien puppets seen in the INTRUDERS, 

a Dan Curtis-directed CBS miniserics telecast 
last May, were the work of Bob Short,an Oscar 
winner for his work in BEETLEJUICE. Short 
was brought onto the INTRUDERS produc¬ 
tion team by visual effects supervisor Mitch 
Suskin to create a crew of worker, dronealiens, 
a commanding “doctor” alien and human/a- 
lien hybrids, seen at several different stages of 
development, from fetus to full grown. 

Having worked on both CLOSE ENC OUN- 
TE RS and E.T., Short was no stranger to alien 
designs, but he felt he could work towards a 
more accurate interpretation of what alleged 
UFOabductecs have described in their stories. 
Short said he learned a valuable lesson from 
watching COMMUNION, a film that dealt 
with the same kind of visitation stories. "What 
that film showed me is that if you interpret this 
stuff too literally—according to drawings and 
descriptions of a bductces—there's something 
inherently wrong. Since most of the abductee 
information is sketchy, if you use that informa¬ 
tion verbatim you get a sketchy character that 
isn't convincing. The creatures become life¬ 
less ” The key to Short's approach was to use 
enough of the literal descriptions to be true to 
the material, without losing an edge of mystery 

and fantasy. 
While the presence, or absence, of space 

creatures in our skies is the stuff of abstract 
arguments, for the artist who has to build the 
creatures, it becomes a question of elbows. 
“One of the things that shows up in the descrip¬ 
tions of the doctor aliens is that they have no 
joints,” said Short. "Their arms are like spa¬ 
ghetti strands and move like octopus tentacles. 
There's no bone structure. That's the way 
they’re described, but if you do that, the alien 
can end up looking like Gumby. Youdon t buy 
it as a living creature. In the back of your head 
you think. ‘It has fingers, so it should have an 
elbow.’ We finally found some drawings where 
the aliens did have elbows, so we decided we 
could mix elements from different interpreta¬ 
tions in order to build something that would be 
believable." 

Alien eyes were also troublesome. Many of 
the a bductces describe their captors’eyes as 
being like deep, black, bottomless slarfields. 
But others say the eyes are an unreadable, 
opaque ebony. Because Short wanted his 
puppets to be as effective in closeups as they 
would be in long shots, the eyes were crucial. 
“All the accounts said ‘black eyes.’ but black 
wouldn’t read well in film." said Short. “We 
ended up using a royal blue with a pearl-essence 
in it, under an inch-thick, clear resin cornea. 

An alien doctor, a fully articulated body puppet 
created by Robert Short Productions for INTRUDERS, 
operated with both cable-activated and radio controls. 

From the side, the cornea would catch the light, 
and when you saw them straight on you'd see 
darkness, with highlights from the lighting.and 
some blue specks, and bits of red from veimng 
we gave them. They had real depth. I o some 
extent w e ignored the literal descriptions to get 
the described effect.” 

Abductee descriptions generally indicate 
that the aliensarc blank-faced and emotionless, 
but Short felt it would be a serious mistake not 
to give them some facial animation. Through 
the use of cable controls, air bladders and radio 
units, the puppets were capable of the subtlest 
of expressions, from an angry pursing of the 
lips to a quizzical furrowing of the brow. “We 
over-extended the facial expressions beyond 
what was called for in order to have some 
range,” said Short. “Our aliens were ready for 
all kinds of emotional close-ups. but most of 
that didn’t get used. There’s a tendency to 
downplay the ability of puppets to evoke emo¬ 
tion. It does take a a little more time and work 
to get the right nuance and get the right shots to 
establish puppet emotions, so it’s usually easier 
tojustcuttoanactor. I’m happy withlheshow, 
but I know our stuff could have made a bigger 
impression." 

The general attitude of the intruding aliens 
shifted considerably during the month that 
Short had to develop his creatures. In the origi¬ 
nal script, the aliens were much more menacing 
than they ended up being in the final shooting 
script, and Short's original designs reflected 
this by being a lot more “dangerous looking.” 
Director Dan Curtis insisted Short rework the 
designs to achieve a "benign, amorphic, 
friendly”look. Like CLOSE ENC OUNIERS, 
Short noted that Curtis opted for the use of kids 
for walking shots. <-* 

Other Short designs: an alien drone (lelt), Mare Winningham with an alien offspring (c) and a nurae/aiien (r). 
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by Thomas Doherty 

Soul-switching movies are a 
natural for the movies, which 
themselves cater to the trans¬ 
migration of soul from spectator 
to star. The cultural resonance of 
the popular swathe of supernatu¬ 
ral possession, personality transfer, 
and redesigned body films that 
kicked off in the mid-T<0s a trope 
wide enough to encompass every¬ 
thing from the Steve Martin/Lily 
Tomlin comedy ALL OF ME to 
the cold prosthetics of ROBO- 
COP -must have something todo 
with aging haby boomers facing 
the prospect of widening waist¬ 
lines and sagging erogenous 
zones, folks who suddenly have 
good reason to he dissatisfied with 
their chronological age or body 
type. 18 AGAIN!. VICE VERSA, 
BIG and SWITCH —demographi- 
eally speaking, the spirit is restless. 

Perhaps because the switcheroo 
angle has become so hackneyed, 
the obscure advance publicity for 
PRELUDE TO A KISS gave no 
clue to its central conceit. On its 
lace, the plot outline sounds 
creaky and conventional: two dis¬ 
contented spirits exchange corpo¬ 
real forms and learn, by gosh, that 
life isn’t a bed of roses in the other 
fella’s shoes, or high heels, as the 
case may be. Yet director Rene 
Norman’s film of Craig Lucas’ 
stage play avoids the easy moral- 
ism and derivative fish-out-of- 
flesh shtiek that animates others in 
the genre. A charming romantic 
fable that you’ll either go with or 
walk away from. PRELUDE TO 
A KISS pulls its own big switch. 

When mild-mannered bespec¬ 
tacled Peter Hoskins (Alec Bald¬ 
win) spies luscious bartender Rita 
Boyle (Meg Ryan), frugging away 
to Roxy Music, sparks leap across 
the room and the couple mind 

Hubby Alec Baldwin looks on as Meg Ryan and Sydney Walker make their switching 
kiss, at last an entry in the popular soul-switching genre with real substance. 

melds before the Dyvinals finish 
the next number, the chemical 
click between the two leads iseasy, 
unforced and essential for the 
film's atmosphere of woozy unbal¬ 
ance. (For a comparison, check 
out the total lack of screen magnet¬ 
ism between Baldwin and real-lile 
squeeze Kim Basinger in THE 
M ARR YING M AN). Theirs is no 
basic instinct attraction, but a 
merging of kindred spirits. 

For an epic romance, however, 
Rita and Peter are as wide awake 
as starry-eyed. The small talk 
between the couple is about big 
stuff Peter’s awful, Dickensian 
childhood; The White Hotel. the 
D.M. Thomas novel of the birth of 
psychotherapy and the horror of 
the Holocaust; and such ice break¬ 
ers as time, apocalypse and death. 
It turns out that the exuberant 
Rita is a world-class insomniac 
tormented by visions of global 
conflagration and beset byagnaw- 
ing fear of life. 

After a whirlwind six-week 
courtship. Peter proposes mar¬ 
riage. At the ceremony, a strange 
old man (Sydney Walker) wan¬ 
ders into the reception and kisses 
the bride. Ominous clouds cover 
the sky, the wind comes up. and, 
well, wcVe all seen BIG. The 
honeymoon trip to Jamaica 
proves a romantic disaster. Sur¬ 
prisingly little slapstick is squeezed 
front the cross-generational, cross- 
gender incongruity that is the 
bread and butter of this switeher- 
oo subgenre. Absolutely nothing 

is done with what Blake Edwards 
made a whole movie out of in 
SWITCH—the operations of sex 
change. ITte implication is that the 
couple is still sleeping together, 
but no scene acts out the orgasmic 
miscues. Spiritual, not corporeal, 
intercourse remains the point. 

The original hook here is that it 
is Peter, not the two swupmates, 
w ho must make the mental adjust¬ 
ment and spiritual leap of faith. 
His first-person voice-over con¬ 
trols the narrative point of view 
and grants access to his emotional 
interior. The slow and painful real¬ 
ization that this woman is not his 
woman, and his response to the 
disappearance of his beloved, is 
the film’s dramatic center. Spying 
the old man from his wedding. 
Peter is quick to recognize Rita's 
inner light. 

By the wav, Sydney Walker, the 
elderly actor who plays the trans¬ 
formed Rita, really comes off like 
a slow-moving old man at the end 
of his road -not at all like the 
usual movie version of the aged as 
last-talking, sprightly old-timers. 
Ryan and Walker don’t seem to 
have devoted much attention to 
playing off the other’s gestures 
(unlike the underrated VICE 
VERSA where Fred Savage and 
Judge Reinhold worked out visual 
body language to evoke the new 
identities in different suits). 

Like so much fantastical cinema 
these days, the AIDS subtext is 
just below the level of conscious¬ 
ness in PRELUDE TO A KISS. 

Not coincidentally, Norman Rene's 
previous film was LONGTIME 
COMPANION, the melodrama 
depicting the impact of AIDS on a 
cross-section of homosexual com¬ 
rades in New York City. The trans¬ 
formation of human beauty into 
terminal decrepitude is evoked in 
the film’s central metaphor: teeth. 
Ryan’s gleaming California ortho¬ 
dontics and the old man’s yel¬ 
lowed and rotting choppers pro¬ 
vide a joking tag line for the lesson 
of life (advice to Rita—floss). 

Peter must not only recognize 
the beautiful woman he married 
inside the repulsive old codger but 
love her him. He passes the first 
part of the test when he walks 
home to find that the old Rita is 
apparently back- only to kiss her 
and realize otherwise. “I’m on to 
you” he tells her. eyes brimming 
with tears. In this sense the title is 
misdirection: Rene and screen¬ 
writer Lucas are interested in what 
comes after the kiss. 

The theatrical roots of the 
screenplay help the suspension of 
disbelief. The world of PRE¬ 
LUDE TO A KISS is self-con¬ 
tained and ethereal—a small cast 
of characters and hits of breathless 
close-ups. Save for the one how to 
supernatural narrative necessity, 
thefilm is totally realistic. Another 
departure from normal switcher¬ 
oo convention is that the reason 
for the transformation is held back 
until the final reel- no sacred 
amulet, mutual magic words, or 
divine intervention. Each simply 
wishes for the other’s path at the 
moment of the kiss—she. that her 
life was securely finished: he. that 
he could start it all over again. 

Of course, the restoration of the 
old love and the relinquishment of 
the old guy is the necessary clo¬ 
sure. Without the trade back, the 
injustice of iheexchange— a frame 
racked by lung cancer and cirrho¬ 
sis for Ryan’s ripe hod—would 
turn a romance into a tragedy. But 
the putting of the hodics right is a 
loose end. In recognizing and 
accepting a physically trans¬ 
formed Rita, Peter has already 
completed his rite of passage. 
PRELUDE TO A KISS ain't per¬ 
fect—there’s too little of Ryan and 
she’s not persuasive as a fearful 
waif—but in a line-up of sleight- 
of-hand tricksters, it’s spiritual 
magic is the real thing. D 
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Dominique Pinon on Clowning in 
DELICATESSEN 

By Dan Persons 

You may be excused if you 
didn't know they made films like 
DELICATESSEN in France. It 
seems the only films emerging 
recently from the land of Truffaut 
and Godard have been studies in 
mannered classicism like JEAN 
DE FLORETTE. MY FATHER'S 
GLORY and CYRANO DE 
BERGERAC. According to actor 
Dominique Pinon, star of the 
stylish, black comedy, “This 
might be a typical film for [direc¬ 
tors Jean-Pierre) Jeunet and 
[Marc] Caro, but in France it was 
seen as a very bizarre thing. The 
whole crew, the actors, we knew 
we were going to do something 
very special, and we were 
motivated." 

No motivation, though, could 
match that of Jeunet and Caro, 
two experimental film- and video¬ 
makers who have been working 
together since the early '80s (and 
have netted a Cesar Award—the 
French Oscar—for their short 
film. LE MENAGE), While 
spending a decade creating 
shorts, animated films and 
commercials, the two labored to 
devise a feature project with a 
budget modest enough to merit 
an investor's gamble, and intrigu¬ 
ing enough to hold the directors' 
attention. With the help of comic 
book author and screenwriter 
Giles Adrien, they came up with 
the notion of a post-Holocaust 
tenement presided over by a 
butcher with a radical, new 
technique for keeping his shop in 
stock: peddle human flesh instead 
of animal. 

After five years of shopping the 
script around, Jeunet and Caro 
finally received the funding to 
begin shooting in the summer of 
1990. Both interiors and 
exteriors were shot in-studio, 
in a facility located in the 
Parisian suburb of Potin, On- 
location shooting was restricted 
to the Paris reservoirs, which 
doubled as the hideout of the 
underground terrorists, the 
Troglodistes. For the produc¬ 
tion, Jeunet and Caro as¬ 
sembled a crew suited to their 
own head-sets: mostly young 
(Pinon estimated the age 
range between 25 and 30). 
mostly first-timers. 

Pinon originally read for the 
part of Mr. Tapioca, a tenant 
with a modestly extended 
family and a vital, and very 
specific need for whatever 

entrails the butcher can supply 
(actor Ticky Holgado was later 
cast in the role). Pinon eventually 
landed himself the lead role of 
Louison, the former clown who 
becomes the butcher’s newest 
handyman and the building's next 
prospective Daily Special. This, to 
say the least, was a change for a 
stage and screen actor who—both 
here and in his native country- 
had previously been known for his 
role as the punk murderer in the 
film DIVA 

The Troglodistes. vegetarian subterranean terrorists, capture Karin Viard, an 
above-grounder who buys meat at the DELICATESSEN and doesn’t ask questions. 

“I was very happy to be offered 
the part in DELICATESSEN," 
Pinon said, "because after DIVA I 
was typecast. They thought I was 
only able to play one kind of 
character, and I thought I 
wouldn’t have the opportunity to 
do other things. Only Jean-Pierre 
Jeunet had the idea of me playing 
a totally opposite kind of charac¬ 
ter. For me, it was a pleasure. 

“I had to make some tests, and 
when they were sure I was going 
to play the part, they rewrote it. 
Originally, the part of Louison 
was less elaborate than the 
others. He didn't have a past. 
They got the idea of making 
Louison an ex-clown quite late. 

"Louison is a kind of... how do 
you say it in English, a charming 
prince? Prince Charming? Yes. 
like in the fairy tale—to me. 
DELICATESSEN is also a fairy 
tale, with a princess and an ogre.” 

One of the more unusual 
aspects of the production was the 
breakdown of responsibilities for 
the two collaborators: Jeunet 
taking on most of the directing 
chores. Caro seeing after the 
production design and the film’s 
general look and sound. Explained 
Pinon. "We actors worked mostly 
with Jean-Pierre Jeunet—we did a 
lot of rehearsals with him. Caro is 

mostly an art director, but they 
worked together and it was not a 
problem. 

"Jeunet was a bit afraid before 
the shooting, because he hadn't 
worked with actors before. That's 
why we had rehearsals—it was for 
us. but it was also for him to be 
more at ease. And after the first 
days of shooting, he realized he 
loved it, loved directing actors." 

Storyboards were prepared and 
strictly adhered to by the direc¬ 
tors. “They both knew what they 
wanted,"said Pinon. "There was 
no improvisation. [Jeunet] 
wouldn't come in one day not 
knowing where he would set the 
camera. The storyboards were 
very elaborate—we could impro¬ 
vise things inside the scene, but 
only within a very precise scheme. 
For example, the ballet we do on 
the bed, when I come and visit 
Mrs. Plusse. We rehearsed that in 
the morning, found some things 
to do. and shot it in the afternoon. 
The idea of doing it was from 
Jeunet, but we did it our way." 

For other sequences in the film. 

Caro and Jeunet called in profes¬ 
sional clowns to teach Pinon the 
complex arts of bubble blowing 
and three-legged dancing. A 
retired clown couple—Les Sipolos. 
specialists in eccentric musical 
instruments—were recruited to 
give the actor a crash-course on 
the musical saw. This, by Pinon's 
standards, was nothing compared 
to what his romantic co-star, 
Marie-Laure Dougnac, had to 
learn. "She was playing cello, and 
she didn't play cello at all, so she 
had to do a lot of work. Anyone 
can play the musical saw after just 
a few hours. Playing cello is 
another challenge.” 

Pinon's other co-star, actor 
Jean-Claude Dreyfus—who 
plays DELICATESSEN'S monstrous 
butcher—has appeared previously 
in such films as Rainer Werner 
Fassbinder's L'OMBRE DES 
ANGES and Werner Herzog's 
FITZCARRALDO. In France, 
though, he is best known for his 
stage work. "He’s a very nice 
person." said Pinon. "He's not 
mean at all. What was funny was 

that, while we were working on 
the film, we were both working 
on-stage at night, at the same 
theatre, but not on the same 
stage. There were times when 
we were both [on-set and] very 
nervous after six o'clock at 
night, because we had to play 
after. We had to leave the set 
fast. It was sometimes 
exhausting." 

Beyond the anxieties in¬ 
volved with the race to make 
an evening curtain, Pinon 
could recall no difficulties 
connected with the shooting, 
not even in the elaborate 
effects finale that, at one point, 
found him and Dougnac 
immersed in a water-filled set 

Love conquers hunger Laure-Dougnac and Pinon play a rooftop duet for cello and saw. 
the fadeout of an amazing French comedy by Jean-Pierre Jeunet and Mare Caro. 
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for several days. His summation 
of that experience: "It’s tunny, I 
wouldn't say it was hard." What 
was hard, in the actor's view, was 
the sequence that followed: a 
closing shot in which the camera 
sweeps the roof of the tenement 
several times, eventually revealing 
Pinon and Dougnac—instruments 
in hand and immersed in a 
duet—magically materialized in a 
spot that had been empty just 
seconds before 

“It was a very long shot and 
difficult because the camera was 
moving. We had to do it a lot of 
times. We had to run on the roof 
and sit down very fast, and when 
the camera was moving back 
towards us. we were supposed to 
be very calm, and playing. [ It 
required) a lot of people, some in 
charge of the chairs, others in 
charge of the instruments. It was 
hard to get the timing right." 

The entire shoot was completed 
in 16 weeks. "Which." noted 
Pinon. “is quite a lot. compared to 
the majority of films produced in 
France.” After the wrapping of 
principal photography, two more 
weeks were devoted to the minia¬ 
ture work needed to recreate the 
exterior of the ravaged tenement 
and its surrounding streets. 
DELICATESSEN premiered in 
1991, and was well received in 
France. For its U.S. run, distribu¬ 
tor Miramax decided to stick with 
the original, European cut—de¬ 
spite the company's reputation for 
re-editing foreign titles before 
distribution (said Pinon of the 
likelihood the film had been cut 
for American audiences. "Jean- 
Pierre Jeunet and Caro wouldn't 
allow it.")—and has been 
rewarded with near-unanimous 
critical praise. 

Despite the accolades. Pinon 
believes the film's creators had a 
few minor misgivings about the 
finished product. "I think that 
Jean-Pierreand Marc were not 
very happy with theTroglodiste 
part." said Pinon. “I don't agree 
with them, but they thought it was 
a bit too long. But. you know, it's a 
first film. One can make mistakes. 
I'm proud of the film. I’m proud to 
be part of it." 

Jeunet and Caro are already 
planning their next project, a film 
that the DELICATESSEN press 
notes describe as “Pinocchio 
meets Fritz Lang.” Pinon 
expressed hope that Jeunet and 
Caro would find a place for him in 
their upcoming project, noting 
the difficulty French actors have 
in finding films of DELICATES¬ 
SEN'S calibre. “It's exciting to do." 
said Pinon. "In the United States 
there are a lot of action films. In 
France, we can never do that." O 

A post-apocalypse filmed with charm and wit 
Delicatessen 
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by Dan Persons 

Hunger is everything. In an 
isolated corner of a post-apoc¬ 
alyptic France, an ambitious 
butcher (Jean-Claude Drey¬ 
fus) murders his build ing’seus- 
todians and dispenses the 
remains in neat, little portions 
lo his tenants. Next on the 
menu: Louison (Dominique 
Pinon). a former circus star 
with a suitcase full of memo¬ 
ries and a soon-to-be fatal faith 
in the goodness of humanity. 
Problem: the butcher’s near¬ 
sighted daughter. Julie (Marie- 
Laurc Dougnac). has fallen 
ass-over-teakettle (literally) 
for the newcomer. All she has 
standing in the way of true happi¬ 
ness is her father, his cleaver, and a 
building full of people who fre¬ 
quently have trouble seeing past 
their dinner plates. 

Terry Gilliam “presents" this 
very French take on post-holo¬ 
caust survival that’s what the 
posters say. It’s obvious that the 
Monty Python alumnus had noth¬ 
ing to do with making the film, but 
it isn’t hard to see why he’d be 
willing to lend his name lo the 
project. There are distinct paral¬ 
lels between what directors Jean- 
Pierrc Jeunet and Marc Caro have 
done w ith their devolving city and 
what we’ve seen in the future-retro 
societies of such films as Gilliam’s 
BRAZIL. The wrecked tene¬ 
ment- the last building left on (get 
this) Wriggler's Avenue— stands 
as remote and mist-bound as the 
most atmospheric of Gilliam's 
medieval castles. Within, it is the 
Dark Ages revisited, with nighttime 
hallways becoming virtual no- 
man’s-zones. tenants desperately 
barricading themselves into their 
apartments, and the butcher pre¬ 
siding as lord over alt. regaling 
those who would dare consider 
leaving his little fiefdom with tales 
of the anarchy and violence that 
exist without. As isolated as a her¬ 
mitage, the building’s activities 
begin to take on an odd. self-re¬ 
flexive flavor. Two brothers spend 

Marie Laure-Dougnac and Dominique Pinon in 
the water-soaked effects linale ol Jeunet and 
Caro’s DELICATESSEN, a tunny French oddity. 

their days building little cylinders 
that moo when upended, though 
the market for such playthings 
would seem virtually nil. One 
senior, in a supremely Gilliam- 
esque hit of self-destruction, sits 
and knits for ceaseless hours w hile 
a motorized spool unravels the 
doth from the other end. 

Where DELICATESSEN de¬ 
parts from the Gilliam mold is in 
its subtle shift in tone. For all the 
evil, violence and death that is 
dispensed within the film's 96 
minutes, this is an uncommonly 
sweet-natured tale. Credit, in 
large degree, must go to Domi¬ 
nique Pinon for his performance 
as the over-optimistic handyman. 
Louison. If the actor's known at 
all in the U.S.. it's for his virtually 
speechless turn as the accordian- 
loving killer punk in .lean- 
Jacques Heineix’s DIVA. Here, 
decked out in meticulously pol¬ 
ished clown shoes and granted a 
strange, haunted past, he turns 
into a 21st-century Chaplin—all 
self-effacement and awkward 
grace (his face, admittedly, helps 

high-browed and clastic, it 
could he handsome if the propor¬ 
tions weren’t so skewed. Not sur¬ 
prisingly, it takes to clown 
makeup with a natural ease). His 
gentle dignity is well matched by 
Marie-Laure Dougnac. who 
plays Julie less as a sheltered inno¬ 

cent than as a woman awaken¬ 
ing to her responsibilities in a 
world where morality no 
longer exists, (Is it only an acci¬ 
dent that the character w ith the 
worst eyesight is also the most 
visionary?) 

DELICATESSEN echoes 
the episodic structure of silent 
comedies. The film is largely 
composed of set-pieces all 
good, some downright inspired. 
A scene where the daily activi¬ 
ties of the building sync into the 
squeaking bedsprings of the 
butcher and his mistress is a 
wonder of cross-cutting and 
cunningly placed camera. The 
scene’s corollary—in which 
Louison and the mistress 
endeavor to find the telltale 
mattress spring and end upper- 
forming a choreographed dance 
set to the music of a nearby 
TV is a subtle reworking, 
effectively delineating the dif¬ 
ferences between the brutish, 
overbearing butcher (who. as 
played by Dreyfus, is rather 
bovine) and the clown. 

In the end, though. Messrs. 
Jeunet and Caro come very close 
to being betrayed by their struc¬ 
ture. There’s a touch too much 
being crammed into DELICA¬ 
TESSEN. and Jeunet and Caro 
have trouble detecting when to 
stop. Near the end of the film, they 
bring things to a mammoth 
climax, and then go on. dragging 
in as many of the neighbors as can 
be crammed into one apartment, 
adding an impressive special 
effects finale that must have 
drained all the reservoirs in 
France, and over-running every¬ 
thing with an armed, vegetarian 
and totally ineffective under¬ 
ground army known as the Trog- 
lodistcs. Within its last few min¬ 
utes. the film loses its way. and 
what should have finished on the 
victory of the two lovers, instead 
has to settle for a less satisfying 
defeat of their antagonists. 

But if the film is flawed, much 
better it should err as it does- on 
the side of excess. What we have 
here is an embarrassment of 
riches. T hough the cold war may 
be at an end. this quirky tale of a 
nuclear winter somehow seems 
more pertinent than ever. Way¬ 
ward as DELICA TESSEN'S plot- 
line is. one can easily excuse 
Jeunet and Caro their tendency to 
go overboard. With imagery as 
rich and moving as this, how can 
one resist being swept along? □ 
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MUST SEE EXCELLENT GOOD MEDIOCRE POOR 

FILM TITLE DG JPH AJ BK GK DS DSC 

ALlEHVDavid Fmcher 
Fox. 5 92, 1T5 mini • ft ft ft ft • ft • •ft 

AFRAID OF THE DARK. Mark Poploe 
Fine Line Features 7/92.91 flwil ft D ft ft • ft 

BATMAN RETURNS 
Tim Burton. Warner Bros. 6 92. t26 mins 

• •• ft ft ft ftftft ft ft ftftft 

BRAIN DEAD Peter Jackson 
Wmgnut Films, 7/92. mim. 

0 • ••ft ft ftftft 

BUFFY THE VAMPIRE SLAYER 
Fran Flubel Kuzui, Fox. 7 92.86 mms 

ft ft o ft ft Q 

CAPTAIN AMERICA Albert Pyun 
Columbia TnStai. 6/92.97 mins 

O o • ft O 

COOL WORLD Ralph Bakshi 
Paramount, 7/92. 102 mms 

o Q ft • ft ft 

DEATH BECOMES HER Robart Zemeckis 
Universal. 7/92. 103 mms 

• ft ft ft ft ft ft • •ft ftftft 

OOLLY DEAREST Maria Lease 
Trimark video. 6 92. 93 mins 

• ft ft ft 

ENCINO MAN Les Mayfield 
Buena Vista. 5/9?. 98 mms. 

o o ft ft 

FERN GULLY Animation 
Fox. 6 9?. 76 mni 

• • o o ftftft • •ft 

HAUNTING FEAR Fred Olen Ray 
Cinemax cable TV. 7/92.88 mins 

O O ft 

HONEY, 1 BLEW UP THE KID Randal Kletser 
Buena Vista. 7 92.89 mns 

• ft ft ft ft • ft ft ft 

MOM ANO DAD SAVE THE WORLO 
Greg Beaman. Warner Bros. 7/92.88 mtns 

• ft o ft ft 

PINOCCHIO Walt Disney 
Buena Vista 11940 re issue). 7 92.87 mms 

ftftft o 

PRELUDE TO A KISS Norman Rene 
Fox. 7/92. 106 mms. 

• ftftft • ft ft ft 

RAISING CAIN Brian DePalma 
Universal. 8*9?.95 mms 

D ft- • ft o ft ft O 

THE REN ANO STIMPY SHOW 
Animation. Nickelodeon TV series. 30 mms. 

• o • ft ft 

SINGLE WHITE FEMALE Barbel Schroeder 
Columbia. 8 92. 107 mms 

m • ft • ft ft • ft • ft o 

STAR TREK: THE NEXT GENERATION 
Paramount, syndicated TV series, 60 mms. 

• • •ft • ft • ft ft ft 

STAY TUNED Peter Hyams 
Warner Bros, 8 92. 90 mms 

ft • ft ft 

TALES FROM THE CRYPT' 
HBO-TVsenes. 6 92.90mms 

ft ft • ft 

UNIVERSAL SOLDIER Boland Emmerich 
TrtStar. 7 92 104 mms 

o ft ft ft ft ft • ft 

UNLAWFUL ENTRY Jonathan Kaplan 
Fox, 7/92. Ill mms 

ft o ft • ft 

WAXWORK It Anthony Hickox 
Live Home Video. 7/92, 104 mins 

o o ft o • ft ft 

WHISPERS IN THE DARK 
Christopher Crowe. Paramount 7/92. 102 mms ft ft ft ft ft • ft 

DG/Dann Gire JPH/Judith P. Harris A J/Alan Jones BK/Bill Kelley 
GK/Gary Kimber DS/Dan Scapperotti DSC Dan Schweiger 

BUFFY THE 
VAMPIRE SLAYER 
Ihrrtird bi hfsh Hubfl ku#ui Torn. 1/^1* 
100 rtiim With: Kriti? Jiwuwm, l ufct 
fmy, Duns Id SufhcfUnd, Hutter If*un. 

PsuiUuhrm 

As high concepts go, the idea 
of a spoiled, self-centered Val¬ 
iev princess discovering she is 
tfie reincarnation of a centur¬ 
ies-old killer of blood-suckers 
isn’t a had one. Unfortunately, 
screenwriter Joss Whcdon 
doesn't bother to draw the 
obvious parallels between the 
sometimes cruel machinations 
of high-school politics and the 
grim ruthlcssness of the truly 
dedicated vampire fighter, 
while director Fran Ruhel 
Kuzui short-changes her 
mythology, botches her action 
scenes and commits the great¬ 
est sin of all by making vam¬ 
pires look boring. The adult 
actors (including Buffy’s men¬ 
tor Donatd Sutherland and 
lead vampires Rutger Hauer 
and Paul Rubens) behave like 
they showed up for their pay- 
checks and little else. The teen 
leads —Kristy Swanson as 
vamp-kilter Buffy and Luke 
Perry as her greaser squeeze 
will likely grow out of this. I 
say. let’s lock 'em all in with a 
copy of NEAR DARK and 
not let them out "til they swear 
they’ve learned their lesson. 

° Dan Persons 

Cool world 
INrtflrd b> Ralph HaS«hi. Paramount 
l/II, 102 mini With: Kim Raunprr.fiibrirl 
timr, Brad PIN. MltMt Abratm. 

Despite the allure of Kim 
Basingerin both of her cartoon 
forms, this is an unhip and 
unanimated exercise in inter¬ 
media intercourse. The memory 
of WHO FRAMED ROGER 
RABBIT flattens this exercise 
- not just because of its supe¬ 
rior animation and wit, hut 
because it had a narrative 
frame as well as a visual hook. 
Director Ralph Bakshi's live- 
action cartoon mixture isn't 
about anything hut the exploi¬ 
tation of new trans-media 
technology motivations are 
obscure, plot holes abound, 
continuity is erratic and the 
metaphysical rules seem to be 
made upasthefilmgoesalong. 

Keeping the corporeal Basin¬ 
ger under wraps for roughly 
half the film is a nice tease, hut 
Holly's transformation into 
buoyant pulchritude is not the 
thrilling metamorphosis it 
should he. Stumbling through 
the streets of I>as Vegas in a 
skin-tight dress and killer 
heels. Basinger never connects 
with her character- dare one 
say it is underdrawn?— or with 
hoyfricnd/'crcator Gabriel 
Byrne, who seems mainly to be 

hanging on for dear life. Bak- 
shi (WIZARDS. LORD OE 
THE RINGS) deserves credit 
for flying high the flag of fea¬ 
ture iength animation during 
the 70sdoldrums, but the lim¬ 
its in his budgets and imagina¬ 
tion make for great trailers and 
disappointing movies. Ironi¬ 
cally and instructively, another 
story of a cartoon creation 
wanting to be a real human 
gives stiff competition to Bak- 
shi’s voluptuous sexbomb - 
Walt Disney’s PINOCCHIO. 
currently in its generational rc- 

release. For sheer animated 
invention and narrative thrust. 
Disney World beats Bakshi's 
wortd hands down. 

o Thomas Doherty 

Death bec omes her 
thrnlfd ht Kubrrt 7emfdtl%. I imerval, 
7/23. tiJ mint, ttlih: Merjl Slrrrp, Bruce 
Wtafc, Golit I limn, hibrlti Romcfini. 

The early work of Robert 
Zemeckis, from USED CARS 
all the way back to his USC 
student short A FIELD OF 
HONOR, displayed a darkly 
satiric sensibility and a frenetic 

style that was submerged in his 
effort to garner mainstream 
success with ROMANCING 
THE STONE and BACK TO 
THE FUTURE. Glimpses of 
that style and sensibility may 
have briefly resurfaced in 
WHO FRAMED ROGER 
RABBIT and BACK TO THE 
FUTURE II. Here they emerge 
in full force, creating just about 
the blackest comedy imagina¬ 
ble from a major studio. 

The script by Marlin Dono¬ 
van and David Koefff APART¬ 
MENT ZERO. BAD INFLU¬ 

ENCE) provides only the slim¬ 
mest of plots, essentially an 
extended eatfighi between 
Madeline Ashton (Meryl 
Streep)and Helen SharpfGol- 
die Hawn) over the affection of 
Bruce Willis’ Beverly Hills 
plastic surgeon. But once the 
magic potion provided by 
Lisle Von Rhuman (Isabella 
Rossellini) has rendered the 
characters as invulnerable as 
the inhabitants of Toon Town, 
all hell breaks loose. Streep 
takes the worst fall down a 
flight of stairs since Jason 
Miller in THE EXORCIST 
and ends up with a neck job of 
which Linda Blair would be 
proud -and that's just for 
starters. 

Zemeckis orchestrates all 
the mayhem into a savage 
attack against the kind of vain 
mind-set that would pay any 
price to preserve a youthful 
appearance. Along the way. he 
also cops a scene from Dan 
O'Bannon’s RETURN OF 
THE LIVING DEAD, whena 
horrified doctor informs Streep’s 
character, after checking pulse 
and respiration, that she is 
dead. And fans of THE CON¬ 
QUEROR WORM will be 
pleased to sec Ian Ogilvy in an 
amusing cameo, sounding 
rather like Roger Moore doing 
Peter Scllersas InspectorClou- 
seau. ••• Steve Biodrowski 

Disaster in time 
Dtrrrltd bt Ditjd ft. T»uhi. Shiwlinw 
(cable TV|* 5/?2. 91 mlnv Wiih; Jeff 
IknifU. \runi Hie hards. I mi In f turn. 

This made-for-TV movie is 
based on a science fiction story 
co-written by C.L. Moore, 
which makes it more thought¬ 
ful and intelligent than most of 
what’sseenon TV orinftlms. It 
postulates a future society so 
jaded by the perfection of their 
lives that citizens travel through 
time to sites of great disasters, 
such as the San Francisco 
earthquake, just to observe the 
“spectacle." 

When they come to a small 
rural community, the hotel 
owner (Jeff Daniels) somehow 
figures all this out. hut is 
unable to prevent the death of 
his young daughter. However, 
he manages to get hold of a 
time (ravel device and figures 
out how to get himself back toa 
time just before the disaster 
that wiped out most of his 
town. Now there are two of 
him running around, which 
allows for the kind of seamless 
traveling mattes that charac¬ 
terized Jeremy Iron’s twin 
rotes in DEAD RINGERS. 

The cast is full of no-name 
actors, hut includes two famil¬ 
iar faces. George Murdock and 
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Pill and Holli Would in Bakshi's COOL WORLD: underdrawn. 

Robert Colbert, whose TV 
career dales back to M AVER¬ 
IC K{ 1% I land who.appropri- 
atelv, was once the lead regular 
on TIME TUNNEL (l%6>. 
The title is. apparently, a last 
minute change from THE 
GRAND TOUR, and the 
word “grand"is bandied about 
quite a bit in thedialoguc, with¬ 
out much resonance as a result. 

•• Judith I*. Harris 

Honey, i 
BLEW I P THE KID 
Dirrclrd hj Nindil klriwr. Buena YUia. 

7/92, *9 mint. lAiih- KitV Moranit. Mirda 

Sirauman. Mnbrrl llliteri, nmiflMUr, 

Jmhua Shalikar. 

Ihis repeat of the successful 
HONEY. I SHRUNK THE 
KIDS formula is actually 
superior. The sequel smooths 
out the structure by not having 
the action take place in two 
separate frames of reference. 
Once baby Adam is blown up 
to giant si/c. the chase is on to 
track him down, and the sight 
gags never stop. 

Unfortunately, the folks at 
Disney still cannot help but 
throw in everything possible in 
ihe hopes of appealing to as 
wide an audience as possible. 
As a sop to the teen audience. 
Waync'sson lustsaftcr Adam's 
bimbo babysitter, who at one 
point inexplicably endangers 
her life a cheap plot device so 
that the nerd can save her and 
win her love. And. as il a giant 
baby weren't enough of a prob¬ 
lem to hold our attention, an 
extraneous villain lurks around 
the edges of the story, first try¬ 
ing to takeover Wayne’sex per- 
i merits and later shootingal the 
baby with elephant tranquili/cr. 

• • Steve Biodrowski 

Mom and dad 
SAVE THE WORLD 
Dirrclrd t>* C-tej Hr r man ttimrt Bn«. 

7/92. m mmv Willi: Iff* Gaff* JrTOr% 

Jiitm, Jnrt I miff, ftulmut kavulala 

Dull, crass and stupilyingly 
unfunny, this dim-witted bot- 
tom-of-the-barrcl sci-h spoof 
is representative of the abso¬ 
lute worst Hollywood has to 
offer. Working from a flaccid 

script by Chris Mathcson and 
Ed Solomon (BILL& TED 1& 
II), director Greg Beeman 
misses the comic mark at every 
turn despite the usually capa¬ 
ble comic talents of Jeffrey 
Jones and Teri Garr. both of 
whom seem lost and uninter¬ 
ested thoughout. Worse still is 
the improvisationally cra/cd 
performance of lead Jon Lovit/ 
playing the nefarious Tod 
Spengo, an cgomaniaeal ruler 
of a planet populated hy idiots 
who kidnaps Garr while vaca¬ 
tioning with her cranky huhhy 
(Jones)on earth. Lovitz’s pain¬ 
ful lack of comic timing, 
spurred on by Heeman s glar¬ 
ing inability to recognize 
humor of any merit makes this 
a definite film to leave off the 
resumes of everyone involved. 
Though visually sparkling 
w ith colorful prod uction design 
and polished optical effects, 
the film is further marred by 
limp staging. Tony Gardner's 
lackluster creature effects, 
though mostly lifeless, deliver 
the film'sonly inspired moment 
—an attack by cute but nasty 
sewer-dwelling killer mush¬ 
rooms. More than worthy of its 
two-year stay on the shelf at 
Warner Bros, this film deserves 
to be a fitting epitaph to the 
already dead sub-genre of 
S PACE BA 1.1 .S-inspi red ge nrc 
spoofs. o John Torson 

Netherworld 
Dirrrlrd bt l)akid Vhitiorllrf Pamitiuuni 

Video. 7/92, mint. Wife: Mkhid Ben 

drill, Drnhr Gentile, Ynjsaneifr C nmet. 

Stylishly made but vague 
and predictable. Michael Ben- 
detti visits the bayou planta¬ 
tion owned by his late father 
and becomes involved with a 
cult of “bird people" w ho want 
to resurrect the recently de¬ 
ceased lord of the manor. Ben- 
detti half-heartedly acquiesces 
(he never knew his father) un¬ 
til—surprise—he learns the 
old man plans louse Bcndcttis 
body tocome back in! There is 
an avian imagery motif through¬ 
out the film. The overall pro¬ 
duction design, photography 

andeditingare smoothly done. 
However, it all surrounds a 
plot so slight that it can 
scarcely be discerned. Very lit¬ 
tle goes on (even the special 
effects are infrequent and 
generally — restrained). and 
consequently, the film is just 
not very interesting. 

• • David Will 

Raising cain 
Dirrvtrd b> Brian DrPilmi I niirrul. 
1/92. w mint. Wilh Juhn I 1 
Datidmirh, Mfun EUurr. 

After the boondoggle that 
was THE BONFIRE OF THE 
VANITIES, the heir unappar- 
ent to Hitchcock needed a 
rebound. A strategic retreat to 
the psycho-thriller format he 
cut his teeth on seemed a safe 
play. But. alas, director Brian 
IX-Palma's comeback barely 
raises an eyebrow. DePalma's 
skill as a technician—the shot- 
reverse-shot chops, the eye- 
for-thc-jugular pov. and that 
operatic endgame montage 
never quite compensates for 
his flaws as a storyteller—dour 
dialogue, characters who are 
not only unsympathetic but 
unconvincing, the meandering 
stop-and-start narrative, and, 
yes, the trademark homage 
to/rip-off of you-know-who. 
(Hitchcock “signed" each of 
his films with a cameo appear¬ 
ance. De Palma “signs" each of 
his films with a cameo Hitch¬ 
cock scene.) 

John l.ilhgow seems to he 
having fun as a multiple split 
personality but in this case 
more is less: the opening tag- 
team conversations between 
the mild-mannered child psy¬ 
chologist and his chain smok¬ 
ing evil twin are lightly woven 
brain scramblers, but upping 
the ante progressively proves 
only that in the mind, as on a 
date, three's a crowd. Lolita 
Davidovich plays the really 
dense wife and GQ-styled Ste¬ 
phen Bauer her illicit lover, but 
neither registers. The victims 
arc all ciphers and the kid¬ 
napped children lessthan hack- 
drop. The trickster ending was 

roundly jeered and hooted in 
the Hollywood Blvd. screening 
I attended. 

o Thomas Doherty 

SINGLE WHITE FEMALE 
Diredd In Birbrl Nchruwfrr, C olumbia, 

a/92, HD mim. With: Bridgci hirnJiJm* 
nifir Jiviri Irith, Slften Urbrf, Pfirr 

Inrdman. 

Recognizing that the real- 
life terrors of urban life and 
interpersonal relationships 
make Freddy Krueger look 
like Mr. Rogers, the thriller 
genre looms to surpass horror 
as the fright mode of choice. To 
the mental ward of psychotic 
spouses (SLEEPING WITH 
THE ENEMY), lovers (BASIC 
INSTINCT), patients (FINAL 
ANALYSIS. WHISPERS IN 
THE DARK), tenants (PA¬ 
CIFIC HEIGHTS) and nan¬ 
nies (HAND TH A I ROCKS 
THE CRADLE) add room¬ 
mates. She borrows your 
clothes: she kills your dog and 
your boyfriend. Taking dead 
aim at the target audience of 
the title (women alone in the 
big city, bereft of protection 
and male companionship), this 
is a same-sex fatal attraction 
for the twentysomething set. 

Sleek, stylish, and emotion¬ 
ally dependent software ana¬ 
lyst Bridget Fonda lakes in 
frumpy, emotionally wacko 
Jennifer Jason Leigh, who 
turns into Glenn Close with a 
meathook. Director Barbel 
Schrocder (REVFRSAL OF 
FORTUNE) shoots the film in 
dimly lit interiors behind the 
locked doors and barred win¬ 
dows of a Victorian apartment 
complex, a self-contained 
world of blast furnaces, long 
staircases and antique eleva¬ 
tors. The film is front-loaded 
with the conventions of the fe¬ 
male-centered melodrama, hut 
the leads are top-notch (espe¬ 
cially Fonda in the less flashy 
role) and the pace is fast-break¬ 
ing. The hinterlands may not 
appreciate the logic of refusing 
to pull up slakes once your liv¬ 
ing companion reveals herself 
to be a dangerous nutcase, but 

John Uthgow's acting tour de 
force gets wasted In Brian 
De Pal mas RAISING CAIN. 

a spacious rent-controlled 
apartment in Manhattan is 
worth risking your life for. 

• •• Thomas Doherty 

Universal soldier 
Oirnlfd b> Noland tmntffich. InMir 

9/92, IQ4 min With: Jran-1 tarnlr Van 

Damme. Dulph I undtfrh. Mly Walker. N 

OH«u. 
This isn't quite the break¬ 

through that Sony Pictures 
Entertainment intended for 
Jcan-Claudc Van Damme. 
Assuming that action-adven¬ 
ture appeals wider than martial 
arts, the film emphasizes car- 
chases and crashes over karate 
and kickboxing, forcing fans 
to wait until the last ten min¬ 
utes before seeing the two stars 
finally go mono a mono. Along 
the way, director Roland 
Emmerich proves that he can 
blow things up real good 
about as good as Rcnny Har- 
lin. in fact, and with about as 
much attention to the subtle 
nuance of suspense, plot and 
characterization. 

The film’s ROBOC OP story ¬ 
line. of a character revived 
from the dead, who gradually 
regains his memory and per¬ 
sonality, never works as much 
more than an excuse for the 
mayhem. Dolph Lundgren. 
badly overplays his villainous 
role. like a singer straining for 
notes out of his range. His mere 
physical presence, properly 
underplayed, would have been 
sufficiently threatening. Van 
Damme fares better as the 
deadpan straight man to put- 
upon, wise-cracking reporter 
Ally Walker, who shoulders 
the acting chores, such as they 
are. Not had overall, but leaves 
one to ponder how much better 
original director Andrew Davis' 
version might have been. 

• • Steve Biodrowski 
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LETTERS 
Measure 
of A PAN 
Mv respect for former STAR 
I RI K: rHE NEXT GENERA¬ 
TION story editor Melinda Snod¬ 
grass and her work prompts me to 
respond to Rick Hermans com¬ 
ments about her [23:2/3]. Regard¬ 
ing her Omni piece critical of THE 
NEXT GENERATION. Berman 
says, "You're hearing that from 
somebody who left the show and 
was not invited back. That can’t be 
taken seriously. It’s sour grapes.” 

Well. I'm confused. On page 45 
of the same issue. Herman's co- 
exec producer, Mike Hiller, dis¬ 
cussing “all the great STAR 
IREKs.” cites Melinda's script 
“Measure of a Man" as one of 
them. Even if Herman’s claim were 
true, how is it you don’t “invite 
back" a w riter who wrote one of 
the "the great ones ... great 
science fiction," and incidentally 
the only NEXT GENERATION 
script ever to be nominated for a 
Writers Guild Award—or any 
other writing award, for that 
matter? 

The fact is.at the end of the third 
season. Snodgrass told Berman 
and Hiller she wished to leave a 
month before the completion of 
that season’s filming, and that she 
did not wish to return next season. 
Her decision. As for the rest of 
Berman’s comments, Snodgrass 

currently serves as executive story 
editor on NBC's REASONABLE 
DOUBTS; she is co-writing a fea¬ 
ture screenplay for Hollywood 
Films, with George R R. Martin; 
and she has sold two pilots of her 
own. an SF series, HIGH JUS¬ 
TICE, to Fox Broadcasting Com¬ 
pany, and a detective show. TUR¬ 
QUOISE BLUES, to NBC. If 
anyone should be feeling “sour 
grapes." it should be STAR 
IREK, for having let slip through 
their fingers a writer of such 
obvious talent. Alan Brcnnen 

Sherman Oaks. CA 91403 

Enough 
ALREADY! 
Another bloody STAR TREK is¬ 
sue!!!! Even though as a boy and 
youth, I avidly watched the shows, 
1 can’t describe myself as a Trek- 
kie I do however have a certain 
affinity for the characters and 
ideas behind the films and TV 
show but please, no more! Ed 
rather see a retrospective issue on 
Ray Dennis Steckler movies. I 
think that even though the new 
and old shows have a tremendous 
cultural significance on your side 
of the pond, to run another issue 
showing even more photos of FX 
techs painting Enterprise models 
and even more interesting photos 
of that fine actor Hatrick Stewart, 
is stretching things a little. Bot- 

HORROR, FANTASY & SF FILM MARKETPLACE 

Forget (he correspondence courses and teach yourself 
manuals Do it now hands on1 

Learn how to create theatrical crafts gam the skills 
needed 1o work in him theatre or TV You II also prepare 
for careers in Industrial Product and Environmental 
Design Learn it all Win the awards 

Call toll tree 1-800-525-1000 
INDUSTRIAL The Arl lnstllu,e Fan Lauderdale 

riECiniu The An Institute ul Philadelphia 
UtSIhli the Art Institute o! Pittsburgh 

TECHNOLOGY The Art Institute ul Seattle 
The Colorado Institute of Art (Denver) 
• fflunaal Aid frfiJttfMnft 
■ Employment Auiitjrcr 

HIE ART INSTITUTES 

S2G tain Awmm. fttiliixgft PA 1W2? USA 5C9 

Reach 100.000 avid horror , fantasy and science 
fiction fans with your ad in Cmefantastique 
Classified ads in this space are 5 7$ per word, 
caps $ 25 extra per word, bold caps $ 50 extra 
per word Display space is available at $60 00 
per column inch for camera-ready ads Alt ads 
are payable in advance Send your insertions 
to CFO. P O Box 270. Oak Park, !L 60303 

PRIVATE COLLECTION FOR SALE: Send lor 
price list of pressbooks, posters, lobbies & 
more from 50s to 90s horrof/sei-fi Entire col¬ 
lection also open for bid Write W 0 Wakelee, 
P Q Box 69, Edgemont, PA 19028 

HOLLYWOOD TURKEY —VHS Instructional 
video on tiny-budget feature filmmaking 
Scripting, sets, actors, money sources, etc 

$9 95 including postage Proletariat Pictures, 
P O Box 11424, Macon, Georgia 31212-1424 

HORROR VIDEO CLASSICS. Hundreds of 
titles, for free brochure writeto ON ACProduc- 
tions 664-C Marsat Court. Chula Vista. CA 
9 T 911 

MOVIE POSTERS - 1960*1992. one sheets 
and other sues, LG*s, stills Over VOOO.OOO 
■terns in stock S1 00 or stamps for 20 pg list 
Collectors Warehouse, 5437-Q Pearl. Cleve¬ 
land. OH 44129 

STAR WARS Liquidation Sale Over 300 
scarce, unusual SASE List Acme Rocket 
Company. Box 28283-CF92. Tempe, AZ 
85265 

tom-of-thc-barrel scraping how¬ 
ever, has got to he a special sidebar 
on the problems of costume 
wrinkling! 

Hlease. by all means devote 
pages of your magazine to this 
cultural icon. But not whole issues 
and double issues. Intelligent com¬ 
ment on the genre as a whole is 
difficult tocome byand your mag¬ 
azine is one of the few places to 
find it. Hlease don’t keep repeating 
yourselves. David Dunne 

Manchester, England 

Raving 
ABOUT RIDLEY 
It’s bad enough you guys rave 
about crude drivel like HELL- 
RAISER and HELLBOUNDor 
THE EVIL DEAD, but then you 
waste page after page on THE 
REFLECTING SKIN [23:2 3:115] 
and the pretentious asshole who 
made it. Hey, don’t get me wrong; 
when I was 23 and a pretentious 
asshole. 1 directed my share of 
Anouilh and snappy Sammy 
Beckett. 

When THE REFLECTING 
SKIN was released, the Variety 
review said the picture was 
unusual, so I trotted to the local 
video emporium as soon as the 
damned thing came in. Hey, it has 
some gorgeous photography, and 
even a terrific premise which 
peters out helfway through. 
Instead of developing the story, all 
of a sudden this wooden kid is 
having heart-to-heart talks with a 
rotting Ictus. Oh. sure, it must be a 
Symbol, oh. whack me over the 
head with a Log. 

It Steven Spielberg or George 
Lucas or anyone else on your hate 
list had made this picture, you'd he 
raking them over the editorial 
coals for the lapses in logic and 
corny symbolism. But becausethis 
arrogant poseur with his childish 
paintings slathers a field with 
paint and chucks ridiculous sym¬ 
bols into his half-baked prattlings. 
he’s an artiste. Why does Genius 
always find Depth in Death and 
Decay while shrieking over the 
Loss of Innocence? Why is the 
avant-garde still dragging out the 
same obvious themes in the same 
tedious fashion over the Twin 
Peaks of Boredom? 

The only thing left out of your 
film school analysis was Deep 
Focus a sure sign of Art. I don’t 
know why voudidn’t mention this, 
hut portfue demattde porque'l 

Ron Fontcs 
Hhippshurg. ME 04562 
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